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Dinabandhu and His Time 


Dinabandhu Mitra was born at the time of what has been generally 
called the Bengal renaissance. English education acquainted us with 
the literature, science, philosophy, political system and democratic 
values of the west. Those who got this education grew more and 
more, in number, saw many ills and anomalies in the old Calcutta 
order ridden with superstition, blind faith and social injustice. Calcutta 
became centre of all movements. Trade and commerce began to 
expand; courts and administrative offices were established; clubs, 
societies and theatres proliferated. All this generated a longing for 
freedom—from political subjugation and individual exploitation. This 
inspired all literary, social and political activities. 

Raja Rammohun Roy, who died only three years after the birth 
of Dinabandhu Mitra, waged a ceaseless war on the pernicious 
social customs and rules, opened the windows of knowledge, and 
liberalised our outlook. Newspapers..and periodicals that were being 
published since Samachardarpan (1818), the most important of them 
being Sambad Prabhakar (1831) and Tattvabodhini Patrika (1843), 
provided forums for debate and exchange of views and helped the 
development of prose. Iswarchandra Vidyasagar started his campaign 
for widow re-marriage and for abolition of polygamy and Kaulinya 
(privileges of high birth). The Widow Remarriage Bill was passed 
in 1856. The mutiny by a section of Indian soldiers next year threw 
entire country into disarray. Within two years there was another 
upheaval among the peasants, known as the Indigo revolt. After the 
publication of Nil Darpan in 1860 the opposition to the British rule 
grew more and more intense due to the sporadic movements. In 
1867 the Hindu Mela (Fair) was organised to urge the people to buy 
Swadeshi goods. In 1872, Bankim Chandra Chattopadhyay began 
the publication of Bangadarshan under his editorship, and the 
National Theatre chose Dinabandhu’s Nil Darpan for the first public 
performance of a Bengali play, for which tickets were sold. 

2 

Dinabandhu Mitra was born in 1830 at Chauberia in Nadia District, 
a few miles to the north-east of the Kanchrapara railway station. His 
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father was Kalachand Mitra. He came to Calcutta at an early age 
and got admitted into Colootola Branch School, named Hare School 
in 1867. He got a junior scholarship from that school in 1850. In 
the same year he was admitted to the fourth class of the Hindu 
College and, after a year, again got a junior scholarship. In 1852, 
he got a senior scholarship from the third class from that college. 
In 1853 he passed the Teachership Examination, and got the senior 
scholarship from the second dass in 1854. He left the college in 
1855 and was appointed the Postmaster of Patna. 

Dinabandhu made a reputation for himself in Patna. After a year 
and a half he was promoted to the post of Inspecting Postmaster in 
the Orissa circle. His health declined under the strain of travelling 
from one country to another. According to Bankimchandra, his close 
friend, it was the Bengalis’ misfortune that Dinabandhu was appointed 
Inspecting Postmaster. But it can also be called a boon in the sense 
that Dinabandhu gained invaluable knowledge in the process. From 
the Orissa circle he was transferred to the Nadia circle and then to 
the Dacca circle. He watched the tyranny of the indigo-planters who, 
he knew, were friends of the Englishmen under whom he served. 
That did not prevent him from writing Nil Darpan. 

From the Dacca circle Dinabandhu again came to the Nadia 
circle and for sometime shuttled among Nadia, Dacca and Orissa. 
He stayed for a longer period at Krishnanagar where he built a 
house of his own. In 1869 or 1870 he was appointed Supernumerary 
Inspecting Post-Master in Calcutta. In 1871 Dinabandhu was sent to 
Cachar to arrange for postal services in connection with the Lushai 
war. He was honoured with the title Rai Bahadur on his return to 
Calcutta. One of the most efficient officers of the postal department, 
Dinabandhu was sent wherever some difficult works were to be 
done. In this way he traversed all the places in Bengal, Bihar, 
Orissa and Assam. But the reward would invariably go to others. 
Indeed, had Dinabandhu not been a Bengali, he would perhaps have 
been Postmaster-General and even Director-General. Not to speak of 
promotion, he was often humiliated. Dinabandhu was made a 
scapegoat in the quarrel between the Postmaster-General and the 
Director-General. He was transferred to the Railway Service for 
sometime and afterwards was posted in the Howrah Division. This 
was the last phase of his professional career. 

Because of overwork, Dinabandhu fell a prey to diabetes, then a 



Dinabandhu and His Time 


3 


fatal disease. After observing due care, he was improving but, in 
1873, a boil brought about his death at the age of only 43. 

3 

As a student, Dinabandhu began writing poems under the influence 
of Iswarchandra Gupta who edited a paper named Sambad Prabhakar. 
Iswarchandra was at that time the dominating figure in Bengali 
poetry. Though not a great poet himself, he was a maker of poets. 
Apart from Dinabandhu, Bankimchandra Chattopadhyay and Rangalal 
Bandyopadhyay were his followers. Only Rangalal, however, stuck 
to poetry. 

Dinabandhu’s first publication was a poem named Manush- 
charitra, published in Sambad Sadhuranjan, a weekly edited by 
Iswarchandra Gupta. Since then he contributed to Sambad Prabhakar. 
Dinabandhu’s poems were much liked by readers. Two poems bearing 
the same name, Jainai Sashthi, and published in 1851 and 1852 on 
the occasion of Jamai Sashthi (son-in-law’s day) were particularly 
popular. He went on to write for Sambad Prabhakar and Sambad 
Sadhuranjan, both edited by Iswarchandra in 1851-1856. Dinabandhu 
had been a student of Hindu College from 1850 to 1855. These 
poems were published by his sons in a collection named Padya- 
Sangraha, the subjects being love of nature, principles or light¬ 
hearted nonsense. He also wrote some prose supporting Vidyasagar’s 
campaign for remarriage of widows. 

In 1860 Dinabandhu stormed the social and literary circles by his 
epoch-making play Nil Darpan (Mirror of Indigo planting). From 
1860 to 1873 during this short period of thirteen years Dinabandhu 
wrote his phenomenal dramas, the greatest of which is Nil Darpan. 
The drama was published from Dacca. His first hand experience of 
the indigo disturbances and his unbounded pity and sympathy for the 
poor and helpless cultivators were reflected in every line of this 
realistic drama. This drama created unprecedented upsurge in the 
country. It was translated into English by Michael Madhusudan Dutt 
and published by Rev. Long. It got wide publicity in Europe where 
it was translated into many other languages. No other Bengali book 
got so much publicity on such a wide scale. His second drama Nabin 
Tapaswini (young hermities) was published three years later (1863) 
from Krishnanagar when he was transferred from Dacca to Nadia. 
According to Bankimchandra—real incidents, living characters, folk- 
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tales and partialy borrowed elements from English literary sources 
have all been combined in this drama. Dinabandhu had written a 
narrative poem named Bijoy-Kamini some ten or twelve years ago 
which was published in Sambad Prcibhakar. Navin Tapaswini is an 
elaboration of that earlier poem reproduced in dramatic form with 
some other characters and a sub-plot added to it. 

Biye Pcigla Burn (The old man mad for marriage) was published 
in 1866. It was the first farce of Dinabandhu. And there is no 
denying the fact he is at his best in his comic plays. Even in his 
serious plays the comic elements are more fancied by the readers 
and the theatre audience. Rajendralal Mitra, the great historian and 
literary critic wrote in Rahasya Sandarbha, that such an excellent 
farce can not be written unless the writer possesses extra-ordinary 
power of imagination, a fine sence of humour and ready wit. 

Sadhabar Ekadasi (Observance of the eleventh day of a fortnight 
by a married woman) was also published in 1866. It is the best 
comedy of Dinabandhu and one of the greatest in the Bengali 
literature. Based on the aberrations and excesses of the Young Bengal 
Society the drama reveals in hilarious situations and exaggerated 
prototypes. The aim is to probe into the underlying tragedy of this 
society. So the drama may be called a comedy in form, but a tragedy 
in essence. In the middle of the nineteenth century a movement was 
launched against addiction to drinking. The main leaders of that 
movement were Pearycharan Sarkar, Pyarichand Mitra and 
Dinabandhu Mitra. Dinabandhu’s purpose is clear in this drama—to 
eradicate the evil of boozing from the society. He has quoted some 
sayings from some famous authors, one of which is from 
Shakespeare-“0 thou invisible spirit of wine, if thou hast no name 
to be known by, let us call thee Devil.’ As in other dramas the 
characters of this one also had been drawn from the real living 
people of the then society whom Dinabandhu saw with his own 
eyes. 

Lilavati was published the next year (1867). After giving the 
readers a full dose of laughter, in this drama, Dinabandhu again 
wanted to be serious. He has written while dedicating this book to 
a friend that he has given utmost care to writing it. But it is 
doubtful whether it is as faultless and artistic as the author wanted 
it to be. It is based on the urban society of Calcutta where the free 
mixing of men and women is allowed in the society. The educated 
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and enlightened women fight for their equal rights and the Brahma 
movement claims to lead the society to freedom and progress. The 
drama was printed and published in Calcutta. 

Suradhuni Kavya (The poem on the Ganga) was published in 
two parts, the first part in 1871 and the second in 1876. This 
narrative poem had a mixed reception by the scholars and critics, 
but it is immensely valuable as a historical document. The poet has 
followed the course of the Ganga from its place of origin upto the 
Sagar island where it has flown into the ocean. The places near the 
bank of the Ganga, the renowned families and the celebrated persons 
who have inhabited there and passed into history have been described 
in this poem. The accounts of the social and cultural leaders of the 
nineteenth century given in the second part of the poem are 
particularly interesting. 

Jcunai Barrick (The barrack for the sons-in-law), the most hilarious 
of his farces was published in 1872 from Calcutta. Having two 
warring wives, a domineering wife and living in the father-in-law’s 
house which is just a barrack for the sons-in-law the two problems 
dealt with here to arouse riotous laughter. Rabindranath has narrated 
in his Reminiscences that this farce was so popular that he was 
tempted to go through it when he was a mere boy of eleven. He 
could satisfy his curiousty only by taking recourse to an ingenious 
trick. 

Dwadash Kavita (Twelve poems) was also published in 1872. It 
contains twelve assorted poems on various topics. Bankimchandra 
was not pleased with the quality of the poems but keeping in view 
the standard of the lyric poems of that time we think, the poems are 
not so bad. There are some poems on nature as Chandra, Surya, 
Kokil etc., Human feelings and sentiments are treated in some poems, 
i.e. Prabasir Bilap, Bandhitbiday, Parinay, Asha, Satitva etc. 

The last drama of Dinabandhu Kamale Kamini (Woman in a 
lotus) was published in 1873 only a few days before his death. 
Dinabandhu had to go to Cachhar in connection with his official 
work and probably while staying there he got interested in the 
history of Manipur which resulted in writing this drama based on 
a story of Manipur where history and myths have intermingled. But 
the drama is a product of his declining power. 

Yamalaye Jibanta Manitsh (A living man in Yama’s kingdom) 
was published in the journal Bangadarshan. It is a fantasy neatly 
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narrated in a story-form. Pora Moheswar also falls into the category 
of fantasy published in the journal Madhyastha in 1872. Kure Gorur 
Bhinna Goth is a short comic skit published in Dinabandhu’s works 
(Basumati edition) in 1901. 

4 

Bankimchandra has said, there were few persons from Darjeeling to 
Barisal, Cachhar to Ganjam who were not friends of Dinabandhu. 
Indeed there was scarcely any man like him who had such a large 
circle of friends, and loved each of them intensely. Once while he 
was of his residence at Jessore a friend who was staying there 
suddenly felt unwell. Dinabandhu w.as so much upset to hear the 
news of his friends’s illness that he himself fell into a swoon. The 
friend was embarrassed and without minding his own illness he 
tried to restore Dinabandhu’s consciousness. Such was Dinabandhu 
whose heart always melted for the dear ones. Most of his works 
were dedicated to his friends and the dedication is worded with 
pourings of his overflown sentiments of love. 

The closest friend was undoubtedly Bankimchandra. 
Bankimchandra was junior to him by eight years (b. 1838), but this 
slight difference in age did not stand in the way of their deepest and 
most frank relation with each other. Nobody knew Dinabandhu belter 
than Bankimchandra whose account of Dinabandhu’s life is the 
most authentic and whose critical assessment of Dinabandhu’s works 
is the best so far. Dedicating his Nabin Tapaswini to Bankimchandra 
Dinabandhu has addressed him as his brother and partner of his 
soul. Bankimchandra in his turn dedicated his Mrinilini to 
Dinabandhu addressing him as the friend with a common heart. 
Bankimchandra has said that both of them have spent many days 
and nights together and Dinabandhu regaled his friends by his 
inexhaustible fund of humour till the late hours. He kept them 
amused with his funny stories, sparkling wit and sharp sallies. 
Bankimchandra was the friend philosopher and guide to the literary 
activities of Dinabandhu. He encouraged his friend, pointed out the 
mistakes and even forbade him to publish some of his writings. 
Dinabandhu might have paid heed to the advice of his friend or 
not, but there was no misunderstanding, no slackening of ties between 
the two. Bankimchandra was also interested in producing one of 
Dinabandhu's plays named Lilavati. It was by his sincere efforts 
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that the play was staged with much enthusiasm at Chinsura. 
Bankimchandra loved his friend so much that he was extremely 
pained to write about his untimely death, he only wished that he 
might be spared to narrate the death of such a friend. 

Iswarchandra Vidyasagar (b. 1820) was another person whom 
Dinabandhu loved, respected and followed from the core of his 
heart. In dedicating his Dwadas Kavita to Vidyasagar Dinabandhu 
addressed him as his most revered one whose affection he prized 
most. In Suradhimi Kavya Dinabandhu has paid glowing tributes to 
Vidyasagar. In some of his writings published in Sambad Prabhakar 
in 1856 he strongly supported the cause of widow-remarriage 
movement initiated by Vidyasagar. He maintained this early support 
throughout his life which was manifested in his poems and dramas 
later on. Though Vidyasagar was. senior to Dinabandhu by ten years, 
they were close friends and used to have intimate and entertaining 
talks. There goes a story that once some guests assembled in a house 
to join a feast, but the cooking was not complete. Vidyasagar and 
Dinabandhu by a secret arrangement between themselves began 
entertaining the invitees with amusing stories one after another. The 
friends were so absorbed that they forgot about the dinner. An 
announcement came at last, ‘Gentlemen, the dinner is ready.’ Another 
story is current the veracity of which has been challenged by many. 
On one occasion there was a performance of Nil Darpan which was 
witnessed by Vidyasagar. There is a scene in this drama in which 
the indigo-planter Rogue is trying by force to ravish Kshetramoni, 
a married peasant-girl. When this scene was enacted Vidyasagar 
who always fought to protect the honour of women was so excited 
that he threw one of his chappals at Rogue on the stage. The actor 
who appeared in that role placed that chappal on his head and said 
that he is blessed with this chappal thrown by Vidyasagar for herein 
lies the real recognition of his success as an actor. 

Both Dinabandhu and Harishchandra Mukhopadhyay, the Editor 
of Hindu Patriot fought against the Indigo-planters. Harishchandra 
gave evidence against the planters before the Indigo Commission 
and he did not relent till the last. But owing to this fight for the 
peasants he had lost everything and he died a pauper. This common 
cause brought them very close to each other. When Dinabandhu was 
at Krishnanagar he took a leading part in organising a large meeting 
there to help construct a memorial building in Calcutta to enshrine 
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the memory of Harishchandra. In that meeting Dinabandhu delivered 
a memorable speech in which he expressed his deep attachment to 
Harishchandra. He referred to Harishchandra as ‘our own 
Harishchandra’, ‘our Hindu friend Harishchandra’, ‘our valiant 
Harishchandra’ etc. 

Another illustrious friend of Dinabandhu was Dr. Mahendralal 
Sircar (1833-1904), Dinabandhu dedicated his Suradhuni Kavya to 
Dr. Sircar and in his dedication-letter he mentioned that both of 
them had been bosom friends since their student life. Dinabandhu 
addressed him as one close to his heart, he was an admirer of the 
sterling qualities and the nobility of the doctor. 

Dinabandhu dedicated his Kamale Kamini to Maharaja 
Jatindramohan Tagore (1831-1908) of Pathuriaghata. Jatindramohan 
was one of the most celebrated persons of the nineteenth century. A 
section of the renowned Tagore family, a learned scholar, a patron 
of theatre and arts and a great friend and benefactor of the poets and 
dramatists he was loved and respected by all. Dinabandhu offered 
his sincere admiration and deep respect to the Maharaja and highly 
praised his modesty and suave manners. The goddess of learning 
and the goddess of wealth had united to bestow their plentiful mercy 
on Jatindramohan. It may be assumed that the personal qualities of 
Jatindramohan and his unlimited patronage for the development of 
the Bengali theatre prompted Dinabandhu to dedicate his last drama 
to him. 

We conclude with the words of Bankinchandra that, ‘It is a 
pleasure to have a friend like Dinabandhu and the sorrow of those 
who have lost such a friend is indescribable.’ 

5 

While speaking of the inner qualities of Dinabandhu’s heart 
Bankimchandra said, ‘There is no dearth of qualified persons in 
Bengal today, no dearth of efficient employees, no dearth of good 
writers but there will ever remain a dearth of such a heart, what to 
speak of in Bengal nay in the whole of the world. In this earth from 
a slightest worm to a mighty emperor all have a common nature—they 
are full of self-conceiledness, egoism; anger, selfishness and 
deceitfulness. In such a world of jewel like Dinabandhu is an 
immeasurably valuable jewel.' Bankim chandra was not a man to 
indulge in exuberance. He objectively judged the character and 
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creative activities of his friend. Therefore due importance should be 
given to his statement. 

Charity begins at home. A man who can not love the members 
of his family can never truly love any one outside it. Dinabandhu 
was a loving husband, an affectionate father. He had a very devoted 
wife with whom he had never any difference of opinion, any 
misunderstanding or any exchange of hot words. Indeed they even 
failed to have any mock-quarrel. He had eight children and the sons 
too were very devoted and dutiful to their father. His son Lalit 
Chandra Mitra wrote a well-documented history on the Indigo 
movement entitled Indigo Disturbance in Bengal in which apart 
from the history of the movement much valuable information has 
been given regarding the drama Nil Darpcm which brought about 
such a tempestuous upheaval in the society. 

The spontaneous overflow of love spread far and wide from the 
family orbit. The circle of his friends and favourites was forever 
increasing. There were many who were benefited by him, and many 
others who were provided with jobs by him. But were they always 
grateful to him? No. It is the misfortune of great people that they 
make enemies without any fault of their own. Dinabandhu never fell 
a prey to malice, boastfulness or anger but the people who were 
around him were not such. Initially he had no enemy. But as his 
fame spread in all directions his detractors began to raise their, ugly 
heads. They became more and more vocal in pointing out only the 
defects of his works. Some were not successful in getting jobs through 
him and turned to be his bitter critics. Some low-rated papers 
scandalised him in filthy terms. But excepting one or two occasions 
Dinabandhu bore all the attacks in a calm and composed manner. 
He could not pay back his base enemies in their own coins, because 
he could not be dishonest and vindictive. He stood for all that is 
good and virtuous but he did not despise the bad and the vicious. 
A genius rotten by excessive drinking, an idiotic Deputy, a hollow 
reviewer, a foolish tout from East Bengal, a profligate smitten by 
lust for others’ wives, an old 'man mad for marriage, quarelling 
wives, a self-conceited shrew, bloated fools parading their Himalayan 
ignorance—all have been exposed by Dinabandhu not for severe 
indictment but as objects of laughter—laughter both at them and 
with them. Even the hardcore evil persons such as the despicable 
lackey of the planters Gopinath Dewan and the hated go-between 
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Padi Mayrani were humanely treated. There are only two unmitigated 
villains in Dinabandhu’s drama—the two Indigo-planters Wood and 
Rogue whom even the all-forgiving dramatist could not forgive. 

‘The proper study of mankind is man’—Dinabandhu knew the 
validity of this dictum. He had immense curiosity about men and 
women around. Not curiosity alone but a positive love for them 
prompted him to mix with everybody, to study and understand them. 
Providence brought him the oportunity-as the Inspecting Postmaster 
he had to travel from one end of the Eastern India to another—to 
the remotest part, inaccessible regions, and unknown interiors. He 
saw men and women widely diverse in their habits and customs, 
languages and costumes, colours and appearances yet so common to 
one another in thoughts and feelings. He got intimate with all the 
poor and the lowly, the suffering and the oppressed, the incongruous 
and the perverted. He brought all of them in his dramatic arena—the 
poor and persecuted peasants Torap, Sadhucharan and Raicharan, 
the wayward riffraffs—Rata and company, the despised ragamuffins 
Naderchand and Hemchand, the Oriya servant Raghua, the hapless 
husbands Abhaykumar and Padmaiochan, the East Bengali simpleton 
Rammanikya and the foolish parasite Bhola. But Dinabandhu seemed 
to know the womenfolk still better. The mute sufferings of the 
peasant women Rebati and Kshetramani, Aduri’s jokes and sallies, 
the sprightly stratagem of the merry wives—Mallika and Malati, 
Penchor Ma in unrequited love for Rajiblochan, the two wives at 
perpetual loggerheads Bagala and Bindubasini, the gay, entertaining 
harlot Kanchan—all have been presented before us from his own 
personal experience. He observed the language, mannerism, the 
behaviour-pattern, the propensity, the oddity and the incongruity of 
each character most minutely. He was both objective and subjective 
in his treatment of them, objective in this sense that he portrayed 
them from a distance and subjective in the sense that he shared the 
sorrow with the victim. Too much of pity and sympathy, too much 
of goodness and gentility turned to be a drawback in his character. 
He somewhat lacked in the firmness to resist the insistent unjust 
demands of his friends. Anger is wrong, but anger is sometimes 
needed to ward off the nagging and unjust importunities of people. 

At many times Bankimchandra blamed him for total lack of 
indignation. He was ashamed of his own failure to be angry. He 
tried his level best but in vain. In despair once he helplessly confessed, 
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‘yes, I have tried but I have failed to ignite anger in myself.’ 

But despite his peace-loving, docile and non-resistant nature 
Dinabandhu was undeterred in his resolve to tell the truth and pay 
the price for it. He was so moved to see the dastardly acts of the 
Indigo-planters that he wanted to expose them before the authorities 
and the society. In his introduction to the play he castigated the 
Indigo-planters and appealed to the British authorities to come to 
the succour of the distressed peasants. He knew that the planters 
were intimately connected with the British administrative officers 
and that he would incur the displeasure of his superior officers. This 
would also affect his promotion. But he was not daunted. He got Nil 
Darpan published and the drama created an unprecedented reaction 
among the middle-class people and the peasants. Strangely, the 
meek, docile and gentle dramatist was the father of the first mass- 
upheaval of Bengal. 

But he was at his best in comic roles. He laughed and made 
others laugh with him. He contrived intriguing situations and created 
grotesque, bizarre and perverted characters and as Bankimchandra 
has said, like an exorcist he conjumes them like ghosts who join the 
revelry of riotous fun and frolic. Bankimchandra has said, he was 
a brilliant conversationalist and he attracted people like a magnet 
who soon fell under the spell of his hypnotic and entertaining 
personality. As a humorous person he had no peer. He was a master 
artist of humour in his writings, but according to Bankimchandra 
his literary humour was only a fraction of the humour that he could 
create in his conversation. 



Bengali Drama and the Dramatic 
Art of Dinabandhu 


It is necessary to trace the history of Bengali drama till the time of 
Dinabandhu to properly evaluate the genius of him. The history of 
the Bengali theatre will be discussed later on but it may be pointed 
out here that the origin of the Bengali drama was possible only after 
1831, the year in which the first theatre owned and managed by a 
Bengali named Prasanna Coomar Tagore was established. The name 
of the theatre was Hindoo Theatre. But in that theatre only the 
English and the plays translated into English were staged. The first 
Bengali play to be performed at the Bengali amateur theatre was 
Vidyasundar adapted from Bharatchandra’s poem of the same name 
which was very popular at that time. The play was staged at 
Nabinchandra Basu’s theatre at Shyambazar. It may be mentioned 
in this connection that the first ever performance of a Bengali play 
was held at the Bengali Theatre founded by a Russian named Lebedeff 
in 1795. The play was Kalpanik Sangbadal translated from the 
English play named Disguise. The second Bengali play was 
Vidyasundar. 

The demand for Bengali plays grew more and more. But the 
readers and the theatre audience had to wait for sometime for original 
Bengali plays which were preceded by translated Bengali plays. The 
translations were made from the English and Sanskrit plays, 
Shakespeare’s plays were performed in original at the early Bengali 
theatres, schools and colleges. Because of this craze for Shakespeare’s 
plays among 'he Bengalees, some of his more well-known plays 
were translated into Bengali. Harachandra Ghose wrote Bhcinumati 
Chittavilas , a Bengali adaptation of The Merchant of Venice and 
Charumukh Chittahara adapted from Romeo and Juliet. Translations 
of Sanskrit plays were more abundant, some were literal translations 
and some were adaptations. Kaliprasanna Sinha translated 
Vikramorvasi of Kalidasa (1857) and Malati Madhava (1858) of 
Bhababhuti. Nanda Kumar'Roy’s Sakuntala was the free translation 
of Abhijnan Sakuntalam of Kalidasa. But the most famous translator 
of Sanskrit plays was Ramnarayan Tarkaratna. His translated dramas 
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are Venisanhar (1856), Ratnavali (1858), Abhijnan Sakuntala (1860) 
and Malati-Madhava (1867). 

The first two original Bengali dramas ar e, Bhadrarjun (1852) 
by Taracharan Sikdar and Kirtivilas (1852) by G. C. Gupta. The 
first one is a comedy ending happily and the second is a pathetic 
drama ending in death and calamity. Both of the dramatists had 
avowed to adopt the western dramatic form and discard the Sanskrit 
dramatic principles. But curiously enough, there is a gap between 
their avowed objective and the actual structure of drama which had 
followed some Sanskrit principles too side by side with the western 
ones. Both Kirtivilas and Bhadmrjun followed Shakespearean five- 
act plot-structure with scenes within each act. 

Bengali drama has been integrally connected with various social 
movements which have on several occasions fhaken the foundation 
of the society and caused mass-upheavals. But at every phase it has 
truly reflected the problems of Kaulinya custom, polygamy, widow 
re-marriage, child-marriage etc. Between 1854 and 1860 these burning 
problems were treated in the Bengali drama. The outlook of the 
dramatists was quite progressive. They wanted to reform and change 
the old fabric of the society and establish a new order. But the 
dramatic form they adopted was sketchy, and incomplete. There was 
a conflict between the Sanskrit plot-structure and the western one. 
Generally the Sanskrit dramatic principles were followed but in 
most of the drama there was no well-constructed plot. There were 
only a few patchy and loosely knit scenes. Hence the dramas could 
not live long and barring a few exceptions they created no impact 
upon the people. The most significant drama on widow-remarriage 
was Bidluiba Bibaha Natak by Umesh Chandra Mitra (1859). The 
performance of the drama was organised by Keshub Chandra Sen 
and witnessed among many others by Iswar Chandra Vidyasagar. 
Among other mediocre dramas Bidhaba Biraha Natak by Simuel 
Pirbaksa (1860), Kalikautuk Niitak (1858), Char Iyare Tirthajatra 
(1858), Sapattii Natak (1858), Chapala Chittachapalya by Jadugopal 
Chattopadhyay (1861) may be mentioned. 

The most famous dramatist of the period was undoubtedly 
Ramnarayan Tarkaratna. He was a Sanskrit scholar but with radical 
social views. He wrote on the current social problems such as 
polygamy, Kaulinya system, profligacy etc. He wrote serious plays, 
farces, mythological plays and also translated some Sanskrit dramas. 
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He followed faithfully the Sanskrit model and his plays were 
performed and widely acclaimed by the public. His first drama, also 
the first Bengali social drama, deals with the Kaulinya problem. 
Kulina-kula-sarbasva (1857) can not be technically called a tragedy, 
but the grim tragedy of four sisters, poor victims of the pernicious 
Kaulinya system being married to an old, infirm man who has one 
foot in the grave is too poignant to bear. Being a Brahmin 
Ramnarayan has not spared greedy, illiterate and petty-minded 
Brahmins who have been mercilessly ridiculed in this drama. 
Ramnarayan’s Naba Natak (1867) deals with the problem of 
polygamy. He wrote this drama for Jorasanko Theatre and was 
rewarded for it. The drama is didactic and burdened, with too many 
episodes. His farces Jemail Karma Temni Phcd (1866), Chakshudan 
(1870) and Ubhay Sankat (1870) also deal with social problems. 

Michael Madhusudan Dutt (1824-1873) was senior to Dinabandhu 
by some years, but both of them began writing dramas at about the 
same time. It was Michael Madhusudan who for the first time 
followed the western dramatic form and discarded the Sanskrit 
influence, though he has not been totally free from this influence. 
Madhusudan has given proper dimension to his drama by following 
the Shakespearean plot-structure meticulously. 

Madhusudan for the first time in Bengali drama created characters 
which are complex, brought with internal conflict, and labouring to 
assert themselves against heavy odds. His dialogue is under the 
influence of high-flown poetry replete with Sanskrit words, expressions 
and images. His first drama Sarmishtha (1859) is based on the 
Sarmishtha-Debjani-Yayati episode of the Mahabharata and his 
second drama Padmabati (1860) has been developed on a Greek 
legend. But his third and the most famous drama Krishnakumari 
(1861) is the first historical drama and the first real tragedy in 
Bengali. His two farces, Ekei. Ki Bale Sabhyata (1860) dealing with 
the Young Bengal Society of Calcutta and Burn Saliker Ghare Ron 
(I860) based on the lechery and torture of a village zemindar are 
perfect pieces of farcical art. 

Manomohan Basu (1831-1912) is another contemporary of 
Dinabandhu who started a different class of drama named Geetabhinay 
or Opera which is partly drama and partly jatra and can be performed 
on the stage and in the open air too. Manomohan has written 
devotional plays with preponderance of songs which have a direct 



Bengali Drama and the Dramatic Art of Dinabandhu 15 


and spontaneous appeal to the audience. No doubt, Manomohan 
paved the way for devotional dramas which were later developed 
and popularised by Girishchandra Ghose and his contemporaries. 
Manomohan also wrote some social plays which—though based on 
social problems of the time are full of melodramatic elements. 

2 

Why did Dinabandhu Mitra, a staunch follower of Iswarchandra 
Gupta and given to writing poems in the tradition of his mentor till 
1856 storm into the dramatic world in 1860 with his sensational 
drama Nil-Darpan? He dropped a bombshell and the audience was 
taken by surprise. This transformation of a poet into a dramatist was 
due to the fact that during those eventful four years in between he 
came in contact with the hard realities of life. He saw the people 
toiling, groaning under suppression and burning with rage and protest. 
Gone were the days of a make-believe romantic world. The hard, 
realistic world of struggle and suffering could be expressed only in 
drama and so he took to it—the medium of action, unrest and 
conflict. 

Dinabandhu was a hard core realist and as Aristotle has said 
about Euripides that he drew men as they are, Dinabandhu also has 
shown men as they are. They are not all good, honest, virtuous and 
ideal people. They are bad, ugly, ill-reputed, even hated people. 
They are addicted to drinks, they indulge in immoral acts, their 
talks are obscene. As a result, his realistic exposures have been in 
many places brutally frank, rudely vulgar and shockingly obscene. 
Although Bankimchandra could not condone the indecent and obscene 
scenes and passages in Dinabandhu’s dramas, still he expressed the 
opinion that had Dinabandhu bothered about decency and good taste, 
we could have got a torn Torap, an Aduri cut to pieces and a broken 
Nimchand. 

Bankimchandra attributed the phenomenal success of Dinabandhu 
as a dramatist to two things-his wide social experience and his 
whole and all-embracing sympathy. We havevalready discussed about 
the experience of divergent places and divergent people. How this 
sympathy contributed to the greatness of his art may be analysed 
here. The true artist views both the bright and dark sides of life with 
equal sympathy and magnanimity. Dinabandhu had sympathy for 
the good and virtuous people like Nabinmadhab and Bindumadhab, 
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Sairindhri and Saralata, Bejoy-Kamini, Lalitmohan-Lilavati. He had 
also equal sympathy for the wrongful, bad-natUTed and degraded 
people. He felt the tragedy of the drunkard Nimchand. He condemned 
the evil designs of Gopinath to please his masters, but he took pity 
for the helpless servility of him. He exposed the debased acts of Padi 
Mayrani, but he also showed her softer side. He ridiculed the violent 
quarrels of the co-wives Bagala and Bindu, but also reconciled the 
two in the end. He laughed at the ludicrous gibberish of the bloated 
fools Hemchand and Naderchand, but he felt pity for such scums of 
the society. 

Dinabandhu’s direct contact with the people and how those people 
were transformed into dramatic characters have been discussed before. 
The classification and the art of delineation of those characters will 
be discussed now. The romantic heroes and heroines are 
Bindumadhab-Saralata, Bejoy-Kamini, Lalitmadhab-Lilavati, 
Sikhandibahan-Ranakalyani etc. The nobel, fighting here is 
Nabinmadhab. The debased and datested hero is Atalbehari. The 
side-character assuming the importance of a super-hero is Nimchand. 
The elderly patriarchs are Golokchandra Basu, Ramanimohan, 
Jibanchandra, Haravilas, Bejoyballabh. Dinabandhu’s unparalleled 
skill is undoubtedly revealed in the delineation of type characters 
which are numerous in his plays, Rajiblochan, Jaladhar-Jagadamba, 
Naderchand-Hemchand, Torap and the ryots at Begunbere Kuthi, 
Rammanikya-Bhola-Ghatiram Deputy, Aduri, Habar Ma and Penchor 
Ma all appear in a procession before our eyes—physically grotesque, 
having some mannerism in talks and movements, mentally deformed 
and morally evil persons—all type characters. Dinabandhu’s sense 
of realism and his impecable art of characterisation have made these 
characters real and also more than real—that is eternal. His excellence 
in depicting the characters coming from the lower strata of the 
society as well as the characters that are erratic, crazy, deformed 
and defamed is undisputed. But why has he not achieved equal 
success in drawing the characters of the upper stratum of society—the 
characters which are normal, good, gentle, romantic and noble ones? 
This question has been posed by many. What Bankimchandra has 
said in this connection is not acceptable. In his opinion such 
characters have not become living because of Dinabandhu’s lack of 
experience and sympathy in respect of these characters. Dinabandhu 
himself belonged to a middle class family, it cannot be said that he 
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had no experience of the middle class heroes and heroines like 
Bindumadhab-Saralata, Lalitmohan-Lilabati etc. Nor is it true that 
he had no sympathy for them, rather he had an overdose of it for 
characters like Nabinmadhab and Sairindhri, Bindumadhab and 
Saralata, Bejoy and Kamini etc. Why then the characters appear to 
be lifeless and artificial? The reasons are—1. Because of the excess 
of sympathy for those characters they have been rather larger than 
life, loaded with virtues, pious words and passive acts, and as a 
result they have been reduced to colourless persons. 2. Romantic, 
long-drawn love-scenes on the stage are seldom appreciated by the 
audience. They want clash, conflict, hurdles and quick changing 
action. Hence Dinabandhu’s lovers and their love-scenes have also 
failed. 3. Dinabandhu has followed the Sanskrit model while depicting 
the characters of the present day world. So .what has been natural 
for the characters of Sanskrit literature is quite unnatural and artificial 
for the modern ones. The language, the mode of communication, 
and the method of presentation are all different. The heroes and 
heroines of Sanskrit literature were poetical, but the modern heroes 
and heroines have got to be theatrical, 4. Dinabandhu has not adopted 
proper dramatic method to make the characters lively and interesting. 
The characters are only heard uttering verbose and sentimental words 
and not sqpn in action. Their speeches are long, narrative, 
unnecessarily poetical. The poetic words have carried away the 
characters farther from reality. The words are out of tune with 
situations and conflicting emotions of the characters. They are 
Sanskritised and highly decorative. The speeches are borrowed and 
not spontaneous. Hence in spite of his deep understanding and full 
sympathy for the characters Dinabandhu could not make them 
dramatically living ones. 

Dinabandhu’s dramatic dialogue is extraordinarily successful in 
regard to the type characters and also to the ones belonging to the 
lower stratum of the society and faulty and undramatic as far as the 
normal, gentle, good and romantic characters are concerned as has 
been already discussed. The functions of the dramatic dialogue are 
to set quick pace in the action, to bring poetic touch to the drab 
reality of the situation, to reveal the characters’ conflicting moods 
and emotions reflected in their actions, and to highlight the colour 
and atmosphere of the situation. The dialogue is dramatic when 
there is a clash of will and conflict of action between opposing 
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characters as in the attempted rape-scene of Nil Darpan or in the 
direct confrontation between Nabinmadhab and the Indigo-planter 
(Act 1, Sc.3). At times the dialogue comes out of the deepest sorrowful 
feeling of a conflicting heart when it attains a rare poetic height as 
in the soliloquy of Nimchand (Act III, Sc. 2, Sadhabar Ekadasi). In 
a drama a character is revealed through his words, but on the stage 
the words are accompanied with expressive action. Hence the full 
exposure of a character is possible only on the stage. Still the 
written drama should contain such words and expressions as bringing 
out the social identity the will, the motives and the emotions of the 
character. Dinabandhu's sharp wit, biting satire and merciless gibes 
at the folly, hypocrasy and pettiness of the people around him make 
him appear taller than others dishing out intelligent laughter to the 
audience. But when he is drunken he indulges in obscene talks and 
uncouth behaviour. These two sides of this character are projected 
in his speech sometimes enlightening and scintiladng and sometimes 
raw and vulgar. The words of Rajiblochan and Jaladhar, the lustful 
maniacs, are full of infatuation, thrilling expectancy and crude poetry 
of love. The more they want to be sublime in love, the more ridiculous 
they become. Torap and the ryots use the language of hard, barren 
land they till—rough, rugged, bare and blunt. The Indigo-planters 
use an insolent and violent language which is indicative of their 
tyrannical nature. Theirs is a hybrid language with broken slang 
words in Bengali interspersed with Hindi jargon and English 
invectives. This mixture of Bengali, Hindi and English words has 
been the usual pattern of the language used by the English characters 
in the subsequent Bengali dramas. Dinabandhu has been particularly 
successful in the language used by the female characters. The dialectal 
language used by the village women, the proverbs, the riddles, the 
doggerel verses which are integral parts of their speech, the domestic 
topics they refer to have been keenly observed and used by 
Dinabandhu in their speeches. Aduri, Penchor Ma, Bhabi Mayrani, 
Habar Ma are unforgettable characters through their patois. No where 
in Bengali drama the quarrelsome women are so real and lively as 
in Dinabandhu’s plays. In Jamai Barrick the two co-wives attack 
each other with choicest invectives, piercing taunts and sharp twisted 
gibes. Bereft of this language they would be drab and colourless 
characters. 



Nil Darpan - As a Drama 

Nil Darpan, the first and the greatest drama of Dinabandhu based 
on the Indigo disturbance created a country-wide mass-upsurge in 
the Bengali society. But before going into a discussion of the drama 
proper let us have a look at the background—the history of Indigo 
disturbance. 

The East India Company fostered the profitable indigo trade 
since 1600 A.D. The Company handed over the trade to private 
traders and advanced a huge amount of money for its development. 
But no sooner the cultivation of Indigo was taken over by the' 
private capitalists than the acts of violence and oppression began to 
be committed by them. Lord Macaulay observed, “That great evils 
exist, that great injustice is frequently committed, that many ryots 
have been brought—partly by the operation of the law, and partly 
by acts committed in defiance of the law—into a state not very far 
removed from that of predial slavery, is I fear, too certain.’’ The 
Indigo cultivation came under two heads— nij-abad and the ryoti. 
Under the ryoti system the cultivation was carried on by the ryots 
on their own lands under contract and by advances from the planter. 
“The advances, made in October and November are invariably at 
the rate of two rupees a beegha, and for this sum, the ryot usually 
agrees to give lands suited for indigo, which lands would be marked 
off by the servants of the factory, to prepare them, to sow the indigo, 
weed it and deliver the plant at the factory.” (Report of the Indigo 
Commission). The Commission further states, “We feel that it is 
incumbent on us first to place in the strongest and clearest light, the 
ryot, as he appears to us deprived of his free will ‘and bound to 
continue a cultivation which does not give him a fair on adequate 
profit, which in its worst aspect he absolutely dislikes, and in its 
most favourable aspect he is only induced to tolerate.” 

The ryots at last rose in revolt against this inhuman oppression. 
Two villagers Vishnu churn Biswas and Digumbar Biswas of 
Chowgacha in Nadia led the rebellion against the planters. They 
carried the fiery message from village to village. The ryots ran 
amuck. They insulted and assaulted the planters and their employees. 
Crops were destroyed, factories began to be attacked, pluundered 
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and in some cases burnt down. Mobs assembled and moved in large 
numbers armed with spears, swords bamboos and shields. The 
Government took prompt action and promised to appoint the Indigo 
Commission. The Commission was formed with W. S. Seton Kerr 
as its President. It commenced its sittings on the 18th May, 1860. 
The planters and the ryots watched the proceedings with the greatest 
eagerness and solicitude. In the mean time Sir John Peter Grant, the 
Lieutenant Governor extended his protective hand to the ryots and 
disposed of all the cases with tact and sympathy. The report of the 
Commission was out by the end of August, 1860. Sir John Peter 
Grant in his minutes on the report said, “The Commissioners 
pronounce conclusively that the cultivation is unprofitable to the 
ryot.’’ The people of Bengal were deeply grateful to Sir John Peter 
Grant and an address was given to him signed by Radhakanta Deb 
and others in which it was said, “We must add, Hon’ble Sir, that 
had it not been for your prompt, firm, farseeing and wise measures, 
the Indigo dispute would have ended in a catastrophe of bloodshed 
and horror, which the peaceful plains of Bengal have not witnessed 
since the establishment of the British rule in India.’’ But the planters 
were up against Peter Grant and complained against him to the 
Governor General and the Secretary of State, but both of them 
supported Sir Peter Grant. 

Mr. Ashley Eden and Mr. W. J. Hershel both of whom helped 
Sir Peter Grant to take just and benevolent measures along with W. 
S. Seton Karr arc noble examples of benevolent British administration 
who will be ever remembered with gratitude. 

2 

The report of the Indigo Commission was published in August, 
1860 and Nil Darpan was published in September. It was published 
from Dacca and it was also first performed in Dacca. Not only in 
Bengal, it was performed in other states also. It was produced on the 
stage of Grant Road Theatre in Bombay in 1861. Mr. W. S. Seton- 
Karr in a letter written in 1861 said, “On dipping into the original, 
I was struck With the thorough knowledge of village life which it 
displayed with the pointedness of the Bengali proverbs some of 
which were new, while others were familiar to me and with its 
colloquial style and vernacular idiom.” Rev. James Long took upon 
himself the task of translating it into English. The translation was 



Nil Darpan-As a Drama 


21 


reportedly done by the poet Michael Madhusudan Dutt. Another 
English translation was published from London by Messrs Simpkin 
Marshall and Co. According to Bankimchandra, it was translated 
into many other languages of Europe. 

Some copies of the English translation of Nil Darpan were 
distributed under orders from Mr. Seton-Karr, Secretary to the Govt, 
of Bengal and formerly the President of the Indigo Commission. 
The publication naturally annoyed the planters and the English editors 
of the newspapers. A case was instituted against Rev. Long for 
libelling the Editor of the Englishman and for libelling the planters 
in Nil Darpan. The trial began on the 19th July, 1861 and continued 
for four days. The court was packed to suffocation by Indian and 
European spectators among whom was present the dramatist himself. 
On the last day of the trial the sentence was passed, a fine of one 
thousand rupees and imprisonment for one month. After hearing the 
sentence Rev. Long said, “What I have done now, I will do again.” 
The fine was paid then and there by the illustrious Kaliprasanna 
Simha. It should be said in this connection that the conduct of the 
presiding Judge Sir Mordaunt Wells was most reprehensible for his 
blatant partiality and animus against the citizens of this country. A 
meeting was held at the Nat Mandap of Raja Radha Kanta Deb in 
which a resolution was passed for the recall of this judge. The judge 
was also condemned by the Christian Missionaries and also by the 
press of England. It was also the subject of discussion in the House 
of Commons. The Harkara said, ...“to Nil Darpan belonged the 
merit of raising in England a more intense curiosity about India 
than anything that had happened since the impeachment of Warren 
Hastings.” Those who favoured the ryots were in some way or other 
censured and punished by the Govt. Mr. Seton Karr, President of 
the Indigo Commission was censured by the India Govt. Sir Peter 
Grant was prosecuted in the Supreme Court for having authorised 
the sublication of a letter against the Superintendent of an Indigo 
factory. Harishchandra Mukherjee, the redoubtable Editor of Hindu 
Patriot was sued by one Mr. Arcibald Hills for a news published in 
the Hindu Patriot accusing Mr. Hills for having outraged the modesty 
of a peasant girl named Haramani. Harishchandra died when the 
case was pending and he died a pauper. But the revengeful planters 
did not spare even his widow who had to come to a compromise 
with Mr. Hill by paying Rs. 1000/- as damages. 
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The history of Indigo disturbance, the publication of Nil Darpan, 
and its English translation and the subsequent stormy events—all 
have been narrated above. The story and the characters of the drama 
are based on the real events and people. In some places actual 
incidents and persons have been referred to. The oppression of the 
peasants and the extortion of money from them is referred to in the 
preface. Shyamchand which is also mentioned in the preface is a 
whip or stick, rather a stick with a leather strop attached, introduced 
by R. T. Larmour, a despotic planter for beating the ryots. It is also 
called Ramkant. Two Editors of English newspapers are the Editor 
of Englishman Mr. Walter Brett and the Editor of Harkara. Taking 
over the reins of the British Empire by the Queen Victoria herself 
is also hinted here. Dinabandhu has sounded an optimistic note for 
the future of the peasants because of the appointment of some Govt, 
officers from the highest level. Lord Canning ignored the complaints 
of the planters against Sir Peter Grant. His words are quoted, “And 
from that day I felt that a short fired in anger or fear by one foolish 
planter might put every factory in Lower Bengal in flames.’’ Sir 
Peter Grant, Ashley Eden and Herscel all have been praised in the 
preface. 

The middle class families and the peasants were both victims of 
the planters’ oppression as has been shown in the main stream and 
the sub-stream of the drama. In the opening scene the predicament 
of Golokchandra Basu is clearly expressed. The planters have marked 
off some of his lands very near his homestead and are putting 
pressure on him to plough some fertile lands which yielded bumper 
crops for indigo-production. In the second scene Sadhucharan’s family 
is in the same trouble. Their lands are marked off for indigo 
cultivation, and Sadhucharan and Raicharan are dragged from their 
home to. enter into a forced contract for such cultivation. In the third 
scene the brutal torture perpetrated by the planters is shown. In the 
fourth scene of the first act Rebati refers to the passing of an Act 
under which the planters were planning to arrest Golokchandra 
Basu. It was the Act XI of 1860, which gave summary powers to 
the Magistrate. In the same scene Aduri jokingly refers to the 
unbecoming intimacy between the Magistrate and the wife of a 
planter. This intimacy clearly shows that due to the unholy alliance 
between the Magistrate and the planter the peasants could not expect 
any justice from the guardians of law. In the first scene of the 
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second act there is reference to Mr. Hailiday had some interests in 
the planters’ industry. Sir Peter Grant also is here referred with 
gratitude by the ryots. How the ryots were forced to accept advances 
for ploughing lands for indigo and how many of them were confined 
in stuffy go-downs and transferred from one go-down to another are 
shown in this scene. In the second scene of the second act 
Nabinmadhab refers to the just and upright Magistrate of Amarnagar 
who is no other than Mr. Herscel, the Magistrate of Krishnagar. In 
this scene the abduction of Kshetramoni is narrated by her mother. 
The incident is based on the sensational case of abduction of a 
peasant girl named Haramani under exactly the same circumstances. 
Haramani, a beauty of Krishnanagar went to fetch water when she 
was abducted by the servants of Archibald Hills, the chhota saheb 
of Katchikatta factory. He was present at the scene of occurrence 
and he kept the girl confined in his room till 11-30 p.m. and after 
that he sent her back in a palanquin with doors closed. The President 
of the Indigo Commission, Mr. Seton-Karr requested the Magistrate 
of Krishnanagar to enquire about the correctness,of the incident. 
Mr. Herscel, the Magistrate, in his reply said that the abduction 
charge was clearly proved. In the court scene (Act IV, Sc 1) the 
dramatist has given a real picture of the proceedings in a criminal 
court where justice was reduced to a mockery. The Magistrate was 
in clear connivance with the planter to convict an innocent person. 
The employees of the court-room were corrupt. In the third scene of 
the 4th Act it has been shown that the Christian Missionaries were 
generally sympathetic towards the ryots. 

3 

Nil Darpan is not only a faithful mirror of the society, an epoch- 
making work on social and political revolution, but is also outstanding 
as a dramatic work. There may be a few flaws here and there, but 
that a well-planned and perfectly executed drama could be written 
as far back as in 1860 is a glowing testimony to the extra-ordinary 
skill of Dinabandhu as a dramatist. The story is given below. 

Golokchandra Basu is the head of a well off middle class family 
living in a village named Swarpur. He has two sons Nabinmadhab 
and Bindumadhab married to Sairindhri and Saralata respectively. 
Nabinmadhab, the hero of the story is honest, dutiful and always 
ready to fight against injustice and oppression, while Bindumadhab 
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is a college student with modern and progressive views. Sairindhri 
is a devoted wife always ready to sacrifice everything for the welfare 
of the family and Saralata is a romantic lady living in a dreamland 
of love and fancy. There is the old lady Savitri with affectionate care 
for all the members of the family. Above all there is Aduri, the maid 
servant who is irrepressible in her taunts and caustic remarks yet 
identified always with the good of the family. Side by side with the 
main stream of the story there is a substream of a peasant family 
with Sadhucharan and Raicharan two brothers, Sadhucharan’s wife 
Rebati and his daughter Kshetramani, the darling of the family. 
Golakendra Basu’s land close to his homestead is marked off, 
Sadhucharan and Raicharan are forcibly taken to the planters’ 
bungalow to sign the contract for indigo planting. Both families are 
victims of oppression and Nabinmadhab as the champion of the 
oppressed people is brave enough to protest against the planters. 
The planters want to teach Nabinmadhab a lesson by throwing his 
father into prison under a draconian law. The junior planter Rogue 
sees Kshetramani and is mad with infatuation for her. His musclemen 
carry the poor girl to Rogue’s private room with the help of Padi 
Mayrani. The monster of a planter tries to ravish Kshetramani who 
desperately protects her chastity. In a most tense situation 
Nabinmadhab and Torap break open the window and rescue 
Kshetramani after dealing some severe blows to the devil. 
Nabinmadhab is much worried to secure release of his father who 
is in jail custody. But before he is successful in his effort his father 
commits suicide. The bereaved Nabinmadhab goes to the planters 
and implores them not to sow indigo seeds in his land adjacent to 
his house. But he is insulted with such a filthy reply that he can not 
control himself and gives a fitting kick at the senior planter Wood, 
as a sequel to that he is mortally wounded by the two planters and 
their armed guards. Torap, the faithful peasant gets injured in trying 
to save Nabinmadhab, but is successful to carry the body to his 
house. In another calamity Kshetramani succumbs to her injury 
caused by the blow of Rogue in her abdomen when the ruffian was 
trying to molest her. The scene at Nabinmadhab’s house after his 
death is too pathetic to narrate. His mother Savitri goes mad and in 
her fit of madness she kills her most beloved daughter-in-law Saralata 
and then dies herself. Sairindhri and Bindumadhab only remain to 
mourn the catastrophe. 
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Dinabandhu has treated the story in a carefully constructed 
dramatic plot. He has adopted the Shakespearean plot-structure. There 
are five acts, each of which is divided into several scenes. Integrally 
connected with the main plot there is a sub-plot with an eventful 
action centering round the characters of Sadhucharan’s family. There 
is a parallelism between the two plots-as both of them terminate in 
sorrowful catastrophe. Here the conflict is between Nabinmadhab 
and the peasants on one side and the planters on the other. This 
conflict has intensified the dramatic action which rises upward 
gradually towards a climax. 

Dinabandhu’s extra-ordinary skill and also some blemish are 
evident in the depiction of the characters. The characters belonging 
to the lower classes are so realistic, and dramatically living. 
Sadhucharan is a bit pedantic and docile, but all the other characters 
are truly representative of their class. The ryots and particularly 
Torap are simple, open, rough and rugged. They are peaceloving 
and submissive, but once turned to desperation they are like angry 
wolves—directly in revolt against the tyrants. The planters are exact 
representatives of their class, devoid of human values, insolent, 
imperious, and tyrannical. Nabinmadhab is the hero of the play and 
he has all the potentials of a hero. He is large-hearted, the 
unquestioned leader of Swarpur. In spite of so many qualities he is 
not so lively a dramatic character. The reasons are - 1. He is too 
good a character without any blemish and so a bit colourless. 2. 
Many of his brave acts are shown not in action but through narration. 
As for example the last confrontation with the planters resulting in 
his death has been narrated in Act V, Sc 2. It would have been a 
tense, exciting scene if it had been shown in direct action. 3. The 
dialogue of Nabinmadhab is too overloaded with Sanskrit words, 
phrases and far-fetched images. The dialogue is imposed and not 
spontaneous. Therefore the natural emotion, conflict and feelings 
have not been reflected in the dialogue. Bindumadhab is equally a 
passive, artificial and colourless person due to the artificial, long- 
drawn and sentimentally effervescent dialogue. Sairindhri has shared 
the feelings of her husband in distress and so there is some 
distinctiveness in her character, but Saralata is a lifeless doll uttering 
romantic words which are quite out of tune in this cruel mundane 
world. Savitri’s madness, though a bit overdrawn provides much 
dramatic interest, as scenes of madness always do. 
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Dinabandhu wrote this drama with a clear purpose—to awaken 
the people. The feelings of the people roused if they witness unmerited 
suffering. That is why the dramatist has ended the drama with 
deaths on a wide scale and horrifying calamity. But the question is 
whether the procession of deaths and the excess of suffering have 
achieved their desired results—whether they can create a deep tragic 
impression in the mind of the audience. Too many deaths and the 
shedding of tears in profusion have somewhat marred the stern 
spirit of tragedy. Nabinmadhab is too good a person to be a tragic 
hero. He has not committed any error of judgement as a Greek 
tragic hero, not there is any inner fault within his character which 
has brought about his tragic end. In short he has no responsibility 
for his tragedy, hence the tragedy has not the utmost intensity. A 
hero who fought and died for a great cause might still be a great 
tragic hero, but melodramatic excess of external action and too 
much of pathos have ruined that possibility. 



Other Serious Plays 

Nabin Tapaswini (The Young Hermitess) 

It may seem to be strange that after the fiery realistic drama Nil 
Darpan Dinabandhu excaped to the world of legend and romance in 
search of a story for his second drama Nabin Tapaswini. The dramatist 
might have sought some respite from the storm and stress generated 
by his controversial drama Nil Darpan. The story of the drama in 
an embryonic form was narrated by the author in a poem partly 
written in a dialogue form named Bejoy-Kamini (1853). Bejoy, the 
prince of Kanchannagar was a pious young man reluctant to marriage. 
One day Bejoy was strolling in a flower garden and chanced to see 
Kamini, a paragon of beauty. Both of them fell in love with each 
other and they expressed their feelings openly. This love at first 
sight ended in a happy marriage. This story was adopted in the 
main plot of the drama with other episodes and offshoots. The story 
of the drama is given below. 

The king Ramanimohan is very sorrowful for his elder wife who 
is missing for a long time, the younger wife also died sometime ago. 
Vidyabhushan, the court scholar wants to many his daughter Kamini 
to the king. The elder wife of the king was a kind-hearted chaste 
woman but she was tortured by her mother-in-law and the younger 
queen. When she conceived the king at the instigation of his mother 
accused her of infidelity. The queen left the palace in shame and 
sorrow. It was first betieved that she was dead, but a letter written 
to the king long ago shows that the elder queen is not dead, she gave 
birth to a son and she has requested the king to accept his son. In 
the mean time Bejoy, the grown up son of the queen who passes her 
time now as a hermitess, sees Kamini in a flower garden and they 
fall in love with each other. Kamini in her mad love for Bejoy has 
become a hermitess herself, a young hermitess indeed. Vidyabhushan 
is angry that his daughter is in love with Bejoy and brings him to the 
court arrested and complains to the king that Bejoy has abducted his 
daughter. The elder queen and Kamini—the old and young hermitesses 
are brought to the court. The king recognises the queen and Bejoy as 
his own son. All are happily united. 
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The comic sub-plot has got much more importance than the 
main plot. Dinabandhu is in his natural self in the sub-plot and he 
has opened the lock-gate of gushing flow of laughter in it. The 
minister of the king named Jaladbar is the central figure in the sub¬ 
plot. Fat and uncouth in appearance he has the habit of falling in 
love with others’ wives. But he has a wife equally horibble in 
appearance who is a constant antidote to her husband’s free love. He 
teases Mallika, wife of Vinayak and Malati, wife of Ratikanta when 
they go to fetch water and ultimately falls desperately in love with 
Malati. Mallika sends information to him that Malati is agreeable 
to see him at a secluded place where Jagadamba waits to give him 
a warm reception. Jaladhar mistaking his wife to be Malati tries to 
won her with most seductive words, but in return receives a good 
thrashing from his exasperated consort. But he is indomitable. He 
serves an order on Ratikanta to bring a ‘Hondal Kutkut’ from the 
Arab country. But the merry wives take recourse to a cleverly 
conceived stratagem. Ratikanta stays at home and Jaladhar is invited 
to Malati’s room. But as soon as he begins to make love to Malati 
Ratikanta roars from the side room and Mallika advises him to 
conceal himself. In his attempt to conceal himself he smears himself 
with tar, cotton and puts a mask on his face. His appearance is just 
like that imaginary creature ‘Hondal Kutkut.’ After that he is put in 
a cage and is all along poked in that condition by the amused 
spectators. Ratikanta presents him to the king as the ‘Hondal Kutkut’ 
whom he had been asked to bring. Thus Jaladhar is punished by the 
amusing rod of laughter. 

Ncibin Tapaswini can be called a romantic comedy because of the 
love-story of Bejoy and Karnini, the dawning of love, the temporary 
obstacle to it and the final fruition—all the ingredients of the romantic 
comedy are there in it. The episode of the king and queen has 
provided further labyrinth to the plot which has also ended happily. 

But the lively and attractive sub-plot can be termed as a farce 
generates as if ceaseless flow of laughter. In Shakespeare’s comedy 
the cleverly contrived intriguing situation is the source of laughter, 
but here in the ‘Jaladhardhar episode’ the characters Jaladhar and 
Jagadamba, the discomfiture of Jaladhar and the witty dialogue of 
Mallika and Malati are the sources of laughter. Unbecoming lust 
and its punishment are always subjects of ridicule and mild 
punishment in many comic plays. The plays of Moliere, 
Madhusudan’s Buro Salikher Ghare Ron and Ramnarayan 
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Tarkaratna’s farces may be cited for instance. Jaladhar’s high position, 
his age and uncouth appearance are incompatible with his desperate 
attempts to win over the hearts of young married ladies. Moreover 
in his bid to be successful in love, he has made pathetic attempts 
to pose before the ladies as very gay, romantic and poetically disposed 
uttering verses and seductive words. This incongruity between the 
man and his words and actions evokes laughter. 

There are two different prose styles in this drama. The prose 
style of the main plot is predominantly influenced by the dialogue 
of the Sanskrit drama. Dinabandhu has been under the wrong 
impression that the language of deep and serious feelings and 
sentiments should be grave, loaded with high-sounding poetical words 
and decorated with rhetoric and images. -When the king laments for 
his innocent missing queen or when the recluse queen expresses her 
deep devotion for her husband their speeches are full of sentimental 
effervescence. When Bejoy and K'amini make love to each other they 
soar high on the wings of dream and fancy having no connection 
with this mundane world. Bejoy and Tapaswini occasionally speak 
in blank verse to make the dialogue more high-flown and artificial. 
Among all such pomp, glitter and high sounds Vidyabhushan’s 
speeches sound normal and Madhab, the court-jester’s humorous 
speeches and comments bring much-needed relief for us. But when 
the characters of the amusing sub-plot appear before us they use a 
language which serves as a true index to their identity. Dinabandhu 
is at his best when he is face to face with the laughing and the 
laughable characters. He observes the words, phrases and idioms 
they use. He picks up the intimate words and expressions of joke 
particularly indulged in by the women. The doggerel verses used by 
an infatuated man, the words used for wooing and cajoling have all 
been faithfully reproduced by the dramatist. Hence the characters are 
so real and the laughter they arouse is so spontaneous and hilarious. 

Lilavati 

From the imaginary historical world in Nabin Tapaswini, Dinabandhu 
has come' down to the contemporary modern world in Lilavati. 
Dinabandhu has drawn the picture of the contemporary Calcutta 
society in two dramas— Sadhabar Ekadasi and Lilavati. While the 
negative side of this society has been presented in Sadhabar Ekadasi, 
the positive side has been exposed in Lilavati. The former is a 
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farcical comedy but the latter is a romantic comedy. Lilavati presents 
us a progressive Calcutta society with the spread of education among 
men and women, the impact of the Brahmo movement, the recognition 
of equal rights, the free mixing of enlightened people of both sexes 
etc. Side by side with this enlightened society there is the remnant 
of an old, declining one where the Kaulinya system still prevails. 
There the illiterate scums of the society hold it to ransom and the 
libertine zemindars like Bholanath Chowdhury do whatever they 
like. On one side there is liberalism, freedom of thinking, free 
mixing and uninhabited movement in abundance and on the other 
side bigotry, superstition, intemperance and evil propensity keep 
pace. Dinabandhu was clearly a strong champion of freedom and 
progress. He supported the Brahmo movement which advocated 
emancipation of women and equality of men and women. He 
envisaged a society where the women dare to protest against the evil 
designs and misdeeds of men and the free and progressive young 
men and women like Lilavati and Lalitmohan openly make love to 
each other. But the fact is that the characters whom Dinabandhu 
admires and supports are insipid and colourless and those whom he 
condemns and castigates are dramatically lively and dynamic. The 
story of Lilavati is narrated below. 

The zemindar Harabilas has one son named Arabinda and two 
daughters, Tara and Lilavati. Harabilas, a widower lived for sometime 
in Varanasi when Tara was stolen by a maid-servant. Arabinda’s 
wife is Kshirodbasini. One day Arabinda embraced a girl named 
Champa mistaking her as his wife. When this incident became 
known to others Arabinda left home in shame and sorrow. Since 
then there was no news of him, a rumour spread that he committed 
suicide by drowning. Lilavati is beautiful and educated. Harabilas 
has reared up Lalitmohan, who is now a grown up young man. 
Harabilas after waiting twelve years for Arabinda has now decided 
to accept Lalitmohan as his adopted son. It is also his desire to give 
Lilavati in marriage to an illiterate, foolish ruffian named Naderchand 
whose only qualification is that he is a kulin (high class brahmin) 
by caste. Lalit and Lilavati are in deep love with each other, but 
Harabilas is determined to marry his daughter with Naderchand. 
Meanwhile one day Lalitmohan goes away from home. A mendicant 
once comes to Harabilas’s house and says that he is the missing 
Arabinda. He is accepted in the family and Kshirodbasini allows 
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him into her room. In the meantime Lilitmohan met the real Arabinda 
and both of them return to Calcutta to find that an impostor calling 
himself Arabinda is staying with the family. Ultimately it is revealed 
that the so-called Arabinda who has lived with Kshirodbasini in her 
room is not a man but a woman who is none other than Champa. 
It is further revealed that Bholanath's wife known as Ahalya is 
really Tara who was stolen at Varanasi. So every mystery is solved. 
There is a family re-union of all members and the eagerly awaited 
marriage of Lilavati with Lalitmohan is solemnised. 

The plot of the drama is extremely complicated and like a 
labyrinth the episodes entwine with one another. The dramatist has 
created mystery after mystery and taxed the credulity of the audience. 
He has added sub-plots in the drama to bring variety of interest. 
Bholanath-Hemchand-Naderchand and Saradasundari have formed 
an interesting sub-plot in which excepting Saradasundari all are evil 
persons always out to do some mischief. Only Saradasundari, an 
educated, intelligent and virtuous lady has always acted as a counter 
force to them. It is strange, how Hemchand, a despicable vagabond 
could have such an enlightened, chaste wife like Saradasundari. She 
is faithful and devoted to her husband, but she has protested against 
the low taste and evil acts of her husband. This mischievous trio 
create problems and impede the happy fruition of true love of Lilavati 
and Lalitmohan which is the chief part of the main plot. The deep 
pre-marital love of Lilavati and Lalitmohan with all its romance, 
poetry, dream-piping and lamenting is the main subject for 
presentation in this romantic drama. It was reported in the 
Amritabazar Patrika when the protracted love-scenes were enacted 
on the stage, the audience got bored and shouted out, “Lovers, stop 
your love-making.’’ There is another sub-plot in the drama centring 
round the missing son Arabinda which seems to be an unnecessary 
appendage to this drama. What happened in the past lives of Harabilas 
and Bholanath and who is the real Arabinda and who is not—these 
problems are quite irrelevant and immaterial to the audience. Like 
a chameleon which constantly changes its colours the fake Arabinda 
transformes himself from one personality to another-Jogjiban, 
Arabinda and Champa. As the situation becomes very intriguing 
after the fake Arabinda spends’ some nights with Kshirodbasini, 
within the twinkling of an eye the problem is solved when Arabinda 
transforms into Champa. Surprise is a dramatic' technique applied 
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by the dramatist to animate the action, but if it crosses the limit of 
credibility it falls flat. 

Excepting the romantic love scenes all the other ones are on the 
whole interesting and lively. The confrontation between the hated 
loafer Hemchand and his educated, virtuous and assertive wife 
Saradasundari has provided much interest to the audience. Lilavati, 
Saradasundari and Rajlakshmi are the free, enlightened, self confident 
women who have fought against the foolish, mischievous forces of 
the society. Kshirodbasini, the sad and lonely wife of Arabinda 
lamenting for her missing husband does not appeal very much to the 
audience as Arabinda has no role in the action of the play. Like the 
romantic ones the pathetic sentiments also get marred by excess and 
artificiality in Dinabandhu’s drama. 

When Dinabandhu handles the comic scenes of drunken and 
filthy people, the scenes of intimate talks punched with jokes and 
gibes, when he draws the type characters, the lumpens, riff-raffs, 
and the debauches, he is in his element. When Lilavati and 
Saradasundari are cutting jokes with each other they enliven the 
scene with their sprightliness. When Naderchand and Hemchand 
appear in the scene hilarious laughter is generated. Hemchand and 
Naderchand’s tomfoolery, unabashed vulgar comments and 
mischievous antics evoke hateful laughter. Particularly interesting is 
the scene (Act II, Sc. 2) where Naderchand and Hemchand have 
come to see and talk to the proposed bride of Naderchand who is 
no other than Lilavati. Naderchand and Hemchand in their ignorance 
refer to serious subjects beyond their comprehension and in that 
process become the laughing stocks of all. When they stand to 
deliver solemn lectures they make a mess of everything and their 
malapropism raises peals of laughter. Srinath by his constant sallies 
exposes their foolishness and baseness to the relish of all. Only 
Lalitmohan’s serious sermonising appears to be a bit out of place. 
This scene highlights the harmful obducacy of the conservative people 
like Harabilas who in the name of preserving the purity of high 
class Brahminism do the greatest harm to their daughters. The scene 
in Bholanath’s drawing room with the drunken people indulging in 
inebriated nonsense reminds us of Sadhabar Ekadasi. In portraying 
the characters of the drunken people with their tipsy talks Dinabandhu 
is without any parallel. Srinath is a prototype of Nimchand. He is 
drunk, but he is far above the drunken people with his self-control, 
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superior wit, intelligence and personality. 

Dinabandhu’s strength and weakness are again revealed in his 
dramatic dialogue here also. In the romantic scenes his long, 
Sanskritised and melodramatic outpourings have marred the 
naturalness and liveliness of the characters and hindered the course 
of the dramatic action. The prose dialogue is interspersed with long 
poetical speech in many places for which the dialogue has been all 
the more artificial and undramatic. The dialogue are pieces for 
recitation and not for action on the stage. Even in non-emotional 
moments the dramatist has used needlessly poetical speeches. 
Kshirodbasini’s doleful dialogue is not heavy with Sanskrit words 
and images, but her speeches are too long and full of sentimental 
excess. Naderchand and Hemchand’s dialogue is full of vulgar, slang 
and obscene words but realistic and truly representative of the 
characters. When the speeches are short, pointed, sharp and 
provocative, the pace of the action quickens as when Hemchand 
talks to Saradasundari, Naderchand to Hemchand, Srinath to 
Naderchand, the drunken men to one another etc. Srinath’s witty 
and pungent words are most enjoyable. The minor characters always 
speak in their blunt, unpolished language. Even the Oriya servant 
Raghua appears so natural and lively in unblended Oriya patois. 

Kamale Kamini (Woman in a lotus) 

Karnale Kamini is the last drama of Dinabandhu based on the 
fragmentary historical elements of Manipur, Cachhar and Burma. 
The story and the characters are mostly fictitious. The dramatist’s 
direct knowledge of Manipur’s social customs, rituals and festivals 
is also reflected in the incidents of the play. The story of the play 
is given below. 

The king of Burma has installed on the throne of Cachhar his 
brother-in-law. The king of Manipur and the citizens of Cachhar are 
aggrieved at this affront of the Burmese king. The king of Manipur 
declares war on Burma. The Burmese king comes to Cachhar with 
his daughter Ranakalyani in defence of his brother-in-law. The king 
of Manipur attacks Cachhar. Sikhandibahan, the Assistant General 
of the army is also in the invading army. Sikhandibahan defeats the 
commander of the Burmese army in a battle and Ranakalyani 
captivated by the sight of the heroism of Sikhandibahan throws a 
garland at him from the roof of the palace. Sikhandibahan looks 
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above and is charmed to see her. Birbhushan, the king of Burma is 
defeated. The king of Manipur sends a peace-proposal that 
Sikhandibahan be accepted as the king of Cachhar, but Birbhushan 
is not agreeable because Sikhandibahan is said to be an illegitimate 
son. Raslila is celebrated at the camp of the king of Manipur. 
Sikhandibahan and Ranakalyani play the roles of Krishna and Radha 
respectively. At last Birbhushan agrees to the proposal of the 
marriage. The mystery of Sikhandibahan’s birth is solved at last. He 
is not an illegitinate son, but he is the son of the king of Manipur 
by his first wife. Gandhari, the second queen threw the new-born 
child out of jealousy at a solitary place. A poor widow named 
Tripurasundari then brought him up. Peace and happiness are 
established at last. 

The historicity of the story of the drama is hard to prove. But 
it is known from history that the Burmese attacked Assam and 
Manipur repeatedly. In the early nineteenth century the Assamese 
king Chandrakanta was defeated by the Burmese army. The Burmese 
hordes tried to annex Assam under the Burmese kingdom. The 
small kingdom of Cachhar sought the British help for its protection. 
The British conceded to the request. The Burmese army invaded 
Cachhar, but was forced to retreat before the British. In the first 
Burmese war the British declared war on the Burmese. In 1826 the 
Burmese king surrendered their claim to Assam, Cachhar and other 
areas. About Manipur it is known from history that a Burmese 
dynasty first ruled in Manipur, In 1774 Garib Niwaz, the king of 
Manipur, was converted to Vaishnavism. After his death the Burmese 
army attacked Manipur, was coverted to Vaishnavism. After his 
death the Burmese army attacked Manipur, but the then king Joysingh 
took the help of the British and Manipur was saved. Hence it is 
known from the past history that the Burmese were in constant 
conflict with Assam, Cacchhar and Manipur, occupied those 
kingdoms temporarily and then retreated to their own land. 

In this drama there is a Raslila scene with songs and dances, and 
Sikhandibahan and Ranakalyani appearing in the roles of Krishna 
and Radha respectively, Dinabandhu must have seen the performance 
of Raslila at Manipur or elsewhere, otherwise the description would 
not have been so vivid and attractive. Raslila was introduced in 
Manipur by Rajarshi Bhagyachandra, it was performed before the 
god Govindaji. The king’s daughter Bimbabati played the role of 
Radha, this example might have inspired Ranakalyani, the daughter 
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of the king of Burma to appear in the same role. Raslila presents 
the Lila of the Lord Sri Krishna with the Gopis of Vrindaban. There 
are four categories of Raslila—Maharas, Kunjaras, Basantaras, and 
Nitiras. Kirtan, rhythmic movement in a circle, accompanied with 
song and music are the main features of Raslila. 

Dinabandhu’s drama despite its supposedly historical background 
cannot be called a historical one in the strict sense of the term. 
There is no historical atmosphere here. Pomp and grandeur, valour 
and courage, the heroic deeds, strong will and bitter conflicts are all 
absent in this drama. The characters though belonging to royal 
families have acted like commoners indulging in loose and irrelevant 
talks, and whiling away their time in trifling matters. The enmity 
of the king of Manipur and the king of Burma seems to be a mock 
affair, the battle scene in childish. Truly nationalistic and heroic 
seriousness is nowhere seen. Every one is in a light vein. All 
characters are in a jovial mood, relaxing and cutting jokes with one 
another—Bakkeswar, the jester being the central one. Makarketan 
and Bakkeswar, Ranakalyani and Surabala, Sikhandibahan and 
Surabala, not to speak of the courtiers and attendants—all are having 
a merry time indeed. Dinabandhu relishes in mystery and its 
unravelling. Here there is also a mystery surrounding the parentage 
of Sikhandibahan which is solved at last. But it is doubtful whether 
this mystery has created much dramatic interest. Some scenes seem 
totally irrelevant. 

Excepting Sikhandibahan the male characters do not arouse much 
interest. Makarketan is a demoralised and boorish person. 
Bakkeswar’s jesting is intolerable to a high degree. Only 
Sikhandibahan is brave, valorous and admirable as a romantic lover. 
By comparison the female characters are vivacious, sprightly and 
very lively in action. Ranakalyani is a witty, outspoken romantic’ 
heroine. As in his other dramas here also the hero and the heroine 
make love to each other in an open, unabashed and uninhibited 
manner. All the other characters seem to cheer up this bravado. 
Surabala, the female companion to Ranakalyani is an extremely 
intelligent, gay and colourful young lady whose word and acts are 
most enjoyable. 



Comic Plays 

Dinabandhu's serious plays have mixed qualities, though Nil Darpan 
is unquestionably an outstanding creation. But there are no two 
opinions about his comic plays. They are among the best in Bengali 
literature. Comic plays have been written by both Sanskrit and western 
playwrights. In Sanskrit drama Prahasan (Farce) is an one-act play 
dealing with low characters. Aristotle has said, “Comedy is an 
imitation of persons worse than the average.’’ In Greece there were 
Satyr Plays, The Old Comedy of Aristophanes, the New Comedy of 
Menanander, Mimes. And afterwards the full-fledged Comedy 
developed in the Elizabethen period and in a later period Moliere 
developed it as a perfect model form. The Bengali comedy like the 
Bengali serious play developed under the influence of western comic 
plays. Michael Madhusudan was the pioneer in this field. His Ekei 
Ki Bale Sabhyata and Buro Salikher Ghare Ron are the two farces 
remarkable for skilful craftsmanship and characterisation. Dinabandhu 
was greatly influenced by these two farces but he developed this 
comic form to perfection and in Sadhabar Ekadasi he reached the 
zenith of his comic dramatic art. Comedy is mainly the artistic 
medium for the expression of laughter. In this field Dinabandhu had 
no peer in the whole range of Bengali comic drama. The laughter 
he has produced in his comic plays is loud, boisterous and never- 
ending. In Bive Pagla Buro and Jamal Barick laughter has arisen 
out of situation. In Sadhabar Ekadasi Nimchand’s ironical and witLy 
dialogue is the example of the comic in words. And the characters 
of Rajiblochan and Nimchand are examples of the comic in character. 
Dinabandhu has not only laughed at the follies and foibles of men 
and women but he has also laughed with them. He is one of them 
whom he ridicules, and pokes at, but he feels for them, and loves 
them as well. He does not relish in biting satire. He is far too 
humane for that. He arouses laughter only for the sake of laughter, 
hence he takes delight in farces. But everywhere his sympathy and 
compassion arc in lull play, so he can be called a humorist in the 
true sense of the term raising our laughter and tears at the same 
time. 
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Biye Pagla Buro (The old man crazy for marriage) 

This is the first full-fledged comic play of Dinabandhu. His two 
serious plays Nil Darpan and Nabin Tapaswini which preceded this 
comic one contain comic scenes and comic characters in parts, and 
Dinabandhu has shown his definite inclination towards the comic 
elements. In this play he does not have to tread along the path of 
romance or pathos, or to deal with the idealised characters, artificial 
situations and borrowed dialogues. In this play he is in his natural 
self, observing with an angular eyes the follies and failings of the 
people laughing at them yet not without sympathy for them. The 
story is narrated below. 

Rajiblochan Mukhopadyay has lost his wife and at the age of sixty 
he is mad to remarry. Rajiblochan is unpopular with everybody, 
particularly with the young people of the village, because, he is 
miserly, selfish, ill-behaved, and averse to education and progress. He 
has two widowed daughters—Rammoni and Goigmoni who are always 
ill-treated by him. He is very particular to conceal his age and 
desperately tries to appear very young. Only Penchor ma a low caste 
elderly woman is enamoured of him, but Rajib is too cruel to spurn 
her advances. Rata and his band of young fellows, very precocious 
and well-versed in adult love-affairs hatch a plot to teach the old man 
a bitter lesson. A match-maker is sent to Rajiblochan who brings a 
proposal for his marriage with a very young woman. Rajiblochan in 
his ecstatic delight dreams of his marriage with this coveted bride. 
But the naughty boys will not let him enjoy his dream in peace. One 
day while he is lying in his room they prick him with thorns and 
show him a toy-snake.. The old man cries in panic thinking that he 
has been bitten by snake. Rata and his gang come to cure him and 
pretending to remove the snake-poison they beat him mercilessly and 
inflict all sorts of physical torture. On the day of the proposed marriage 
Rajib tries his utmost to appear like a young bridegroom in his dress, 
movement and speeches. Rata is dressed like a young bride and his 
friends like the female companions in the bride's room. When Rajib, 
Rata as his bride and the other boys as the merry companions are left 
in the room, Rajib in his zeal to be smart and humorous recites 
doggerel verses. The boys also do not lag behind in their tilting 
replies in amorous verses. In this company of such a beautiful wife 
and her lovely companions Rajib feels that he is not in this world any 
more. The bridegroom brings his bride to his house. But when he lifts 
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the veil of the bride he is shocked to see that it is Pechor raa — all 
smiles. Penchor ma presents him an instant child—a pig and Rajib’s 
discomfiture is complete. 

Biye Pagla Buro is a farce. Its laughter arises out of situation. 
Discomfiture of a wicked person for a wrong he has committed also 
produces laughter and comic element in character is also present in 
it. Farce shows some petty follies of weak and wrong persons and 
mildly censure them. But the main purpose is to entertain the audience 
with ceaseless flow of unrestrained laughter. Farce is generally short 
in size and this play is also short with only two acts. In the first 
act, the intrigue to punish Rajib’s cup of misery is full. Through out 
the play the active and aggressive part is taken by Rajib’s 
opponents-the naughty, playful boys, Rajib being the poor victim of 
his infatuated craze. But here the degree of cruel punishment 
outweighs the frailty and the badness of his character. Physical 
tortures and cruel hoax in the name of marriage and the final 
climax when Penchor ma gives him an instant child-an adorned 
pig. Surely Rajiblochan might cry out, “I am more sinned against 
than sinning.” Dinabandhu has laughed at Rajib, but his laughter 
is tinged with sympathy. Dinabandhu views all human weakness 
with forgiveness. Incongruity is one of the main causes of laughter. 
In this play there are cases of incongruity in many places. An old 
man of sixty wants to marry a girl of fifteen. This incongruity 
between age and unbecoming desire evokes laughter. When 
Rajiblochan wants to be smart, poetic and extremely chivalrous in 
spite of his age and faltering memory he has aroused our laughter 
for the incongruity between what he is and what he tries to be. With 
great expectation the readers wait to see Rajib’s young bride, but 
they discover it is Penchor ma. This shock suddenly excites loud 
laughter in them. There is another incongruity in the fact that Rajib 
at the ripe old age is mad for a wife while he is dead against his 
widowed young daughters marrying again. This arouses derision. 
The dramatist is definitely in favour of Vidyasagar’s widow re¬ 
marriage movement. He is also a supporter of English education and 
progressive outlook as is evinced in the characterisation of Sushil, 
a college student. 

Excepting Rajib’s character all the characters are minor type 
characters. Rajib is always at the receiving end. His every motive is 
frustrated and every move thwarted. His evil nature and unbecoming 
lust are reprehensible, but the punishment meted out to him is more 



Comic Plays 


39 


than his due, and there is no one to utter a word of pity for him. 
And old man hated by all, deceived by a band of precocious boys 
and tortured by them and suffering the worst of humiliation becomes 
an object of pity and sympathy. The naughty boys of whom Rata is 
the ring leader have professed their much interest in school studies 
but they seem to have passed their school stage and are well-versed 
in amourous affairs. Their smutty talks punched with vulgar verses 
would put the real brides and their companions to shame. Rammoni 
and Gourmani are the only two serious characters with a touch of 
pathos in them. 

Dinabandhu’s dialogue in this drama is realistic, lively and most 
suitable to the characters who use them. The words, phrases and idioms 
of the soil have been picked up with consummate skill. Tire poetical 
passages remind one of Dinabandhu’s. poems written in his college 
days. The alliterated verses, the similes and metaphors used in them, 
the veiled hints and smutty suggestions—all have combined to make 
the dialogue extremely enlivening and entertaining. The poetical 
dialogues in serious plays are slow, artificial and lifeless, but in this 
comic play the highly rhetorical poetry has been used to produce the 
comic effect. The contrast between the seriousness of poetry and the 
ludicrousness of the characters who use it arouses our laughter. 

Sadhabar Ekadasi 

This comedy undoubtedly is the best of Dinabandhu and one of the 
greatest in Bengali literature. It is not merely a farce like the other 
two farces of him, although there are farcical elements in it, it is 
indeed more than that. It is a high humorous comedy evoking laughter 
bordering on tears. Sometimes laughter is submerged in deep pathos 
when the comedy enters the domain of tragedy. Dinabandhu’s best 
form of humour is evident in this play. Here laughter is not superficial, 
it does not arise out of any carefully contrived intriguing situation, 
but it goes deeper into the character and gets mixed with the feelings 
of the heart. Here laughter does not give us unmixed entertainment. 
It provokes us to think and feel deeper. 

Sadhabar Ekadasi has been undoubtedly influenced by 
Madhusudan’s farce Ekei Ki Bale Sabhyata. Michael Madhusudan 
in this farce has given a realistic picture of the Young Bengal 
society. The angry young men, many of them students of the Hindu 
College, who gloated over imitating everything English, jeering 
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everything Indian and pertaining to Hinduism, taking prohibited 
food and indulging in excess of drinking and the allied vices were 
known as ‘Young Bengal,’ They swore in the name of freedom and 
civilisation, Michael posed this question—is this civilization? 
Dinabandhu has adopted the same problem and presented the picture 
of the same society. Nabakumar and Atalbehari are identical 
characters. The set-ups of their families are also similar. Their 
excesses in the company of the base companions are the same. But 
the scope of Sadhabar Ekadasi is wider, the plot is more complex, 
the characters much more developed. In Michael’s play we only 
laugh and laugh away all serious things, but in Dinabandhu’s, which 
can be called a comedy of humour we laugh, think and feel and 
while we laugh our eyes are moist with tears. It might end with the 
tragedy of Nimchand but the dramatist has maintained the balance 
and ended it as a comedy. 

Why this comedy is named Sadhabar Ekadasi? This name first 
sounds paradoxical and funny. Is it only fun or there is deeper 
import of it? In the Bengali Hindu society only the widows fast on 
the eleventh day of every fortnight as a social ritual. It is a sin for 
the women with their husbands living to perform this ritual. Nimchand 
in an ironical verse addressed to Atalbehari at the end says, the 
woman who is his wife is indeed like a widow. Nimchand means 
to say that Atalbehari’s wife is always deprived of the company of 
her husband who is a debauch addicted to drinking and profligacy 
and she is no better than a sorrowful widow who passes her time 
all alone. Reference may be made to the first scene of the second 
act in which Atalbehari’s wife Kumudini says, it is better to be a 
widow than pass in such an ignominous condition. Therefore, 
although the name Sadhabar Ekadasi may at first sound to be 
funny, but beneath the apparent fun there is a deep tragedy of 
womanhood for which the wayward life of a drunken man is 
responsible. The story of the play is given below. 

Atalbehari is the spoilt son of a rich but indulgent man of 
Calcutta named Jibanchandra. Jibanchandra and Atal’s uncle-in-law 
Gokul try hard to bring him back to his normal life but without 
success. With the help of his everindulgent mother Atal extorts 
large sums of money from his parents and spends it lavishly in 
revelry with his lumpens and sycophants and keeping a prostitute 
named Kanchan. In his circle of friends there is one named Nimchand 
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who is tar above his other friends in knowledge, experience, intellect, 
wit and compelling personality. In his own parlour Atalbehari is a 
non-entity only playing second fiddle to Nimchand, who is in full 
authority, bullying and bantering every one round him, soaring high 
in poetic realm and exposing mercilessly the akwardness and 
discomfiture of his drunken friends. One day being insulted by 
Kanchan Atal plans to pay her back in her own coin by abducting 
Gokul’s wife, his own aunt-in-law. He engages an eunuch for this 
purpose who by mistake carries Kumudini, his wife to him. Atal’s 
uncle gives him and Nimchand a good thrashing. Nimchand takes 
the punishment in good humour, and chastised but not changed they 
start for the garden house to worship at the altar of Bacchus. 

The play unfolds a true and realistic picture of the Calcutta 
.society in the fifties and sixties of the last century. There were some 
people like Jibanchandra who amassed large fortunes but were not 
sufficiently educated and morally strong to restrain their sons and 
guide them along the right path. Their sons, Atalbehari is a 
representative of them, with a smattering of English squander the 
money of their parents in wine and women and in low merriment 
with their parasite friends. Pyarichand Mitra in his Alaler Gharer 
Dulal and Kaliprasanna in his Hutoin Panchar Naksa have depicted 
the such spoilt sons of their indulgent fathers. Atalbehari is a 
despicable character holding his parents to ransom, shamelessly 
patronising a prostitute before his elders, abusing respectable persons 
in filthy language and openly committing a criminal act in abducting 
his own aunt-in-law. There can not be any baser character than him. 
The dramatist has shown in this drama a medley of shallow, bogus, 
hypocritical parasites and flatterers—all begging for a glass of wine. 
Nakuleswar, a pleader professing to be a member of the ‘Committee 
for Prevention of Drinking’ is actually a hypoocrite forever thirsty 
for a peg of wine. Kenaram is a Deputy Magistrate, utterly ignorant 
of his job but relishes the merry company of the intoxicated people. 
Rammanikya hails from the eastern part of Bengal, gets angry when 
others laugh at his tomfoolery, but can beat everyone in the quantity 
of wine consumed. Bhola is a foolish parasite parding his colossal 
ignorance but always itching for a glass of alchohol. These are the 
people who form the merry company of the drunkards whose 
ignorance, pettiness and angularities are exposed by Nimchand’s 
searching and caustic comments and they provide inexhaustible 
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amusement to the audience. Even when Kumudini and Saudamani 
are expressing their sorrow for the wayward nature of Atal, their 
sorrow is mixed with intimate jokes and sallies characteristic of 
women at that time. 

Many thought that Dinabandhu had in his mind the character of 
the poet Madhusudan while delineating that of Nimchand Dutt. 
Dinabandhu strongly denied this misconception. Of course there is 
some similarity between the real character and the fictitious one of 
the drama. Both of them are the vast storehouses of knowledge, 
having genius of the highest order and extremely proficient in 
English. But both of them are also addicted to drinking and there 
is a tragic element in the characters of both. But the dissimilarity 
is much more pronounced. Madhusudan was addicted to drinking, 
but he did not misbehave like a drunken Nimchand. Madhusudan’s 
conduct was too much polished and decent. It was unthinkable that 
he used filthy language like Nimchand or cut obscene jokes with a 
prostitute and a batch of drunkards. Nimchand is a true representative 
of Young Bengal, a briliant product of English education, but a 
miserable victim of alcoholism. English is his forte, and his depth 
of knowledge, brilliance in wit and intelligence and the towering 
personality have placed him far above Atalbehari and his associates. 
But the one and only fault of his character brings about his ruin. He 
has no sufficient money to quench his insatiable thirst for alcohol. 
So he is a member of Atal’s drunken party. He jeers at Atalbehari 
every now and then, and makes a fool of every member of the party, 
yet he is one of them. He is always bracketed with them, shares all 
the insult, ignominy and even physical punishment with them. To 
others he is no different from Atal, but actually there is a gulf of 
difference between the two. Atal is debased, corrupt, dissolute and 
prone to criminal acts, but Nimchand has a natural abhorence for 
anything unholy and immoral. He never means anything ill to others, 
has no weakness for women, and strongly protests against Atal’s 
intention to abduct Gokul’s wife. He talks obscene language but he 
has no inclination to commit any obscene act. But he is discarded 
and hated by all, and is blamed for every misdeed of Atal. He is a 
curse to his family, having his parents despise him and his wife 
feeling guilty on his behalf. He exerts his superiority to others by 
making them the objects of laughter. He has a sense of humour 
which never admits defeat, kisses the durwan who does not let him 
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in, cuts jokes with the sergeant who arrests him and when he is 
beaten by Ramdhan he utters-“Once—Twice-Thrice-out.” But when 
he is alone, his inner self cries helplessly as if in wilderness—the 
central figure of the play who entertains and regales all is alone 
sighing for what he had once been and what he might yet be! He 
is highly educated, intelligent, worthy for any assignment, he had 
immense possibilities, but everything has been wasted due to one 
thing—his addiction to drinking. He wants to get rid of this morbid 
habit but he cannot. This is his tragedy. As we finish witnessing the 
play our hearts go out in sympathy for this fallen man. 

Bankimchandra forbade his friend Dinabandhu to publish this 
play on the ground of obscenity. Is the play really obscene? While 
discussing the question it should be kept in mind that the characters 
of the play are not normal, decent people, they are degraded drunkards 
and most of the scenes are located in the outer rooms of houses 
where a group of inebriated people indulge in unchecked drinking 
and obscene merriment with a prostitute. The language they use in 
such a place is expectedly vulgar, obscene and repugnant. If it were 
otherwise, it would have seemed unnatural and unrealistic. The 
language used by Nimchand and the drunk members of the party is 
more or less Calcutta cockney with current, unpolished words, 
efficacious idioms and slangs with lethal effect. Nimchand has 
dominated every where and his words are like deadly shafts piercing 
the target. His remarks are flashes of wit with dazzling effect. He 
draws similes and metaphors from the current affairs books, events 
and historical incidents. At times he is treading in a filthy, realistic 
world, at other times he is soaring high in a poetic one. He quotes 
copiously from Shakespeare and other poets. The quotations are not 
mere quotations, they have relevance to and striking similarity with 
the topic of discussion or some event. The mannerism of different 
type characters is reflected in the matter and manner of their 
speeches. Dinabandhu has made much fun of the East Bengali dialect 
of Rammanikya, a simpleton who uses his dialect freely in a Calcuttan 
company only to be rendered a butt of their ridicule. Bhola tries to 
use English words in his speech in vain and cuts a sorry figure. 
Kanchan is a prostitute and her dialogue smacks of unabashed 
impoliteness of the red light areas. Dinabandhu has not failed to 
notice the language spoken by insignificant characters, such as the 
sergeant speaking in a mixed language of English and Hindi words, 
the durwan speaking idiomatic Hindi etc. 
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Jcimai Barick 

The last comic play of Dinabandhu is Jamai Barick. The gushing 
How of laughter has not been inhibited or checked by any opposing 
force. It is all through and all round riot of laughter. Here every one 
in every scene is in a hilarious mood jesting and jollying with the 
others. Any serious problem by a twist of language or event leads 
to more boisterous laughter, any temporary lull being a camouflage 
for more hilarity. 

From the din and bustle of city life in Sadhabar Ekadasi 
Dinabandhu has reverted to village life steeped in ignorance, bigotry, 
polygamy, perverted sway of kuiinism etc. There are two problems 
treated in a comic manner in this play. One is the predicament of 
a husband tossed between two aggressive wives and the other is the 
wretched condition of a husband domineered over by a haughty, 
insolent wife. In both the cases the wives are in the beginning 
dominant and torturous and the husbands are suffering poor victims 
but in the long run the shrews are tamed and the weak, docile 
husbands become triumphant. Dinabandhu has shown the funny side 
of the problems, but actually the problems were a deep-rooted malady 
of the then society. The Bengali rural society was ridden with 
polygamy, kaulinya system and the ignominy of the poor, high class 
Brahmins living in the outer houses of their rich fathers-in-law as 
outcasts. Many wives living together in the same house caused 
constant bickerings and unfortunate happenings. And the wretched 
condition of the home-kept husbands, “Ghar-Jamai” as they were 
called was a slur on manhood. Economic dependence of woman on 
man and object poverty were at the root of these social problems, 
but there is no need to discuss those things in detail here. We are 
concerned with only the lighter sides of those problems. The story 
of the play is given below. 

The big zemindar Bejoyballabh keeps his sons-in-law in a barrack¬ 
like place named Jamai-Barrick. The poor sons-in-law while away 
their time in taking drugs and idle gossiping, singing and 
merrymaking. They have no free access to their legitimate wives. The 
maid serverant occasionally comes and calls out the names of the 
fortunate few who have been granted passports. They go out in a 
puffed up manner while the rest are left behind to heave deep sighs. 
Abhaykumar is a member of Jamai Barrick, but he is not devoid of 
all self-respect. He goes to his wife Kamini in a suppliant manner. 
Kamini is a jolly, jovial woman, but her husband is so repugnant to 
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her that she cannot stand his presence, her distaste for him goes so 
far as to drive him away from her room. The husband Abhaykumar 
in utter shape and distress leaves for an unknown place, 

Abhay has a friend, an equally unfortunate man named 
Padmalochan. The difference between the two friends is that while 
Abhaykumar's wife cannot stand his presence Padmalochan’s two 
tigress wives fight with each other to take possession of their husband. 
Want of love and too much of love have been equally oppressive to 
the two husbands. Bagalasundari and Bindubasini, the two wives are 
in perpetual wrangle. The choicest abuses and invectives that they 
hurl at each other in their fight to occupy the territory of their 
husband’s mind and body are to be treasured in the dictionary of 
abuses. The husband’s innocence and silence provoke them all the 
more and they in their fury physically assault the poor victim so 
much that to save himself from further heating he flees away to 
Vrindaban, which seems to him the only abode of peace. Abhaykumar 
also joins his friend there. They are now devoted Vaishnavas, but 
they seem to have not overcome all worldly passion. They feel like 
having some Vaishnavi consorts. Their desires are fulfilled, but the 
Vaishnavis are no other than their former wives, now penitent, 
remorseful and devoted to their husbands. 

Some observations may be made regarding the nomenclature of 
the play. Barrick is derived from the word barrack. The sons-in-law 
are huddled together in a barrack. In a barrack there is no family 
life, no homely atmosphere, all the inmates all belong to some 
particular profession, their corporate life is the only factor that matters, 
their private life is absent, This barrack-life is reflected in the Janiai- 
Barrick. The ‘Jamais’ live only a corporate life forced on them, 
their freedom to live in their homes with their wives are denied. 

The story of Padmalochan-Bagala-Bindu as has already been 
said is boisterously farcical. The ingenuity of the dramatist in creating 
grotesque situations is most enjoyable. The wives of Padmalochan 
partitioning the body of their husband, each asserting her right 
vehemently to do whatever she likes with the portion of the body 
allocated to her. If any one crosses the borderline by mistake or 
intentionally, (he battle royal starts. The battle-scene is indeed 
thrilling, each trying to floor the other using lethal wordy weapons 
from the arsenal accompanied with gesticulations and whirling 
movements and even frenzied dances. Finally the target is shifted to 
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the poor, husband. The more the husband tries to pacify them, the 
more furious they become and the finale of the battle-scene comes 
when the wives jointly mount the assault on the husband. 
Padmalochan being tired of tyranny of love and excess of heating 
spends the major portion of the night outside. One night a thief 
enters the house stealthily. Both the wives are waiting to catch their 
husband on the hip. As the thief is going to enter Bagala’s room 
Bindu prowls upon Him to snatch him away while Bagala won’t let 
him go out of her grasp. The thief at first does not utter any word 
lest his identity be disclosed. But his silence only invites torrential 
rain of blows and fisticuffs from the infuriated wives. At the height 
of this brawl Padmalochan appears at the scene. The thief admits 
that it had been the hardest beating he suffered in his whole career 
as a thief. The surprised wives halt for a moment and then with 
renewed vigour assail the right target. Padmalochan is laid down by 
the fury of the attacks and understandably to save his life he sets 
out for Vrindaban. The most hilarious situation in which there are 
so many surprises, the sudden turn of events and the rare sight of 
women assuming the roles of policemen and last but not the least 
the furious acts of the fair sex—the situation indeed raises loudest 
outbursts of laughter. In the last act the dramatist has sustained the 
dramatic suspense and curiosity by keeping the identity of the 
characters concealed and the unravelling of the mystery at the end 
brings pleasant surprise to the audience. 

From Calcutta cockney Dinabandhu has shifted to village patois 
at ease in this play. Dinabandhu has picked up the exact language 
of village women. The language of man and woman is not the same. 
The world of women was at that time very much limited, their 
experience, activity and topics of discussion being confined to that 
limited world. Their humorous talks, jokes, taunts and funny 
references to sex-relations, and illicit connections were peculiarly 
their own and intimately shared among themselves accompanied 
with outbursts of jollity and laughter. They used words, phrases, 
idoms, riddles and verses known to only the feminine world, Their 
idiomatic jargon of abuses and invectives seems unknown to man. 
The smutty talks of Kamini with Bhabi Mayrani and Habar Ma may 
at present seem to be vulgar and obscene, but they have lent realistic 
joviality to the characters as the language of vitriolic vituperation of 
Bagala and Bindu reveals their true nature and motive. 



Bengali Theatre and Dinabandhu 

India had a glorious tradition of theatre in the Hindu period. But the 
theatre was abolished during the Muslim rule as they were averse 
to it although the folk-performance or the jatra as it was commonly 
called continued in the villages. Jatra performances held in the open 
air were predominantly based on songs and containing eternal 
messages of religion and morality. These were patronised by massive 
popular audiences. Sri Chaitanyadeva’s Vaishnava movement gave 
a new impetus to the popular jatras. 

But the theatre with the raised platform, back-drops, scenes, 
wings, curtains and the appliances of stage illusion again re-appeared 
during the British rule. The British residents of Calcutta and its 
vicinity started theatre in this country in imitation of the theatre in 
England as early as 1756, and since then the English theatre in 
Calcutta continued till the middle of the nineteenth century. The 
noteworthy English theatres were—Old Play House, Calcutta TheaLre, 
Mrs. Bristow’s Theatre, Athenium Theatre, Chowringhee Theatre, 
Dum Dum Theatre, Sans Souci Theatre etc. The only theatre which 
produced a Bengali play during this period was The Bengalee Theatre 
founded by a Russian linguist and scholar named Gerasim Lebedeff 
(1749-1817). He translated two dramas named The Disguise and 
Love is the best Doctor. He produced the translated version of The 
Disguise in his theatre twice. 

The rich and the aristocratic people of Calcutta grew interested 
in the theatre imported from England. They were fed up with the 
traditional Forms of popular entertainment such as jatras and panchalis 
which degenerated much at that time. So they wanted some sort of 
polished, intellectual and urbanised .performance. Their wish was 
amply fulfilled by the new type of histrionic performance, staged at 
the western theatres. Spectators at the English theatres were 
predominantly the English people residing in Calcutta, but there 
were some top-class Bengalis who were the patrons of this theatre. 
They moved in the English societies, were friendly to many of the 
English people in Calcutta through intimate contacts in connection 
with trade, commerce, service, social festivals etc. Notables among 
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them were Dwarkanath Tagore, Motilal Seal, Radhanath 
Bandyopadhyay, Ramanath Tagore, Rasamay Datta, Nagendranath 
Tagore etc. They were not only satisfied and inspired to witness the 
theatrical performance, but they set their minds to have such theatres 
of their own and share with their own people the same dramatic 
entertainment. The construction of stage, the cost of production, 
organisation and management on a wide scale, enough space etc. 
required a lot of expenditure and the owners were prepared for that. 
They had large mansions and big garden houses in and around 
Calcutta. They converted a portion of their mansions or garden- 
houses to theatres and produced dramas there. The theatre was not 
a profession to them, it was an entertainment. The sole purpose of 
the theatre-owners was to squander away money on it—a sort of 
luxury to them. Dwarkanath Tagore and his third son Nagendranath 
may be cited as examples of persons who spent huge sums of money 
and ran into debts for the cause of the theatre. 

Hindoo Theatre : The first amateur theatre of the Bengalis was 
the Hindoo Theatre founded by Prasanna Coomar Tagore in 1831. 
It was established at the Narkeldanga Garden House. This was the 
first proscenium stage with four walls owned by a Bengali theatre 
enthusiast. Selected portions of Julius Caesar and Uttar Ram Charit 
translated by H. H. Wilson were staged here. 

Nabinchandra Basu’s Bengali Theatre: Nabinchandra Basu at 
his Shambazar residence constructed a theatre and staged the dramatic 
version of Vidyasundar there. After Lebedeff’s production mentioned 
above this was the first Bengali play at a Bengali theatre. 

Theatre at Asutosh Deb’s house : Long after the production of 
Vidyasundar at Nabinchandra Basu’s residence Sakuntala was 
produced in Bengali at Asutosh Deb’s house by his grand sons in 
1857. Saratchandra Ghosh who later become famous as an actor and 
director appeared in the role of Sakuntala. After some months 
Kadambari adapted from Bana Bhatta’s Kadambari was staged there. 

Production of Kulinakulasarbasva: Ramnarayan Tarkaratna’s 
Kulinakulasarbasva, the first original Bengali social play, was 
performed at the house of Ramjay Basak at Charakdanga Road. The 
drama dealt with the evils of Kaulinya system and so its performances 
created a stir in the Calcutta society. 

Vidyotsahini Rangamancha : Kaliprasanna Sinha, one of the most 
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distinguished persons of the Calcutta elites founded a stage named 
Vidyotsahini Rangamancha. Venisamhar translated by Ramnarayan 
Tarkaratna was produced at this stage in 1856. Kaliprasanna himself 
translated Vikramorvasi of Kalidasa and appeared in the role of 
Pururaba which was much praised. 

Belgachia Natyasala: Raja Pratapchandra Sinha and his brother 
Iswarchandra Sinha constructed this theatre at their garden-house at 
Belgachia. This theatre was unique of its kind in respect of 
introduction of an Indian orchestra, application of new stage- 
techniques and using beautifully designed scenes. Ratnavali translated 
by Ramnarayan Tarkaratna was produced among much fanfare. 
Michael’s first drama Sarmishtha was produced after Ratnavali. 
The acting and production were highly appreciated. 

Metropolitan Theatre: Umeshchandra Mitra’s Bidhaba Bibaha 
was staged at this theatre. Keshabchandra Sen, the famous Brahma 
reformist was the manager of this production. The drama based on 
the widow re-marriage problem created a sensation. Iswarchandra 
Vidyasagar, the intrepid fighter for widow re-marriage witnessed the 
performance more than once and was visibly moved. 

Pathuriaghata Banga Natyalay: Maharaja Jatindramohan Tagore 
established this theatre a( his Pathuriaghata mansion. The theatre 
started with the production of Vidyasundar. Ramnarayan Tarkaratna’s 
dramas and farces were staged here. 

Shovabazar Private Theatrical Society: This theatre started, with 
the farce of Michael Madhusudan named Ekei Ki Bale Sabhyata in 
1865. In 1867 Madhusudan’s Krishnakumari was staged here. The 
noted actor Biharilal Chattopadhyay appeared in the role of 
Bhimsingh and won much praise. Some members of the Raj family 
also acted in some roles. 

Jorasanko Natyasala: The members of the Jorasanko Tagore 
family founded this theatre. Of them Gunendranath Tagore, 
Jyotirindranath Tagore, Saradaprasad Gangopadhyay were most active. 
They first produced Krishnakumari and Ekei Ki Bale Sabhyata. 
Ramnarayan Tarkaratna wrote a drama on multi-marriage system 
named Nabanatak and was rewarded by the authorities of the theatre. 
The production of this drama was a grand affair. Scenes were painted 
by the best painters of Calcutta, music, sound-effect and lighting 
were very deftly handled. The performance was a great success. 
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Bahubazar Banga Natyalay: This theatre was the property of 
Bahubazar Natya Samaj. The dramas of Manomohan Basu, a noted 
dramatist of the time were performed at this theatre. 

Some general observations may be made on the amateur Bengali 
theatre owned and managed by the rich elites of Calcutta. It has 
been said before that the English theatre was the main inspiration 
of this Bengali theatre and so it was natural that this theatre would 
also imitate the stagecraft, method of production and style of acting 
of its English counterpart. In many cases English artists and 
instructors were engaged by the theatre authorities. English names 
and technical terms were used in connection with everything 
regarding stage, auditorium, publicity etc. The production were 
gorgeous and pompous. Costly dresses, costumes, jewellery and 
furniture were used. Dramatic performance was not the only thing, 
it was accompanied with grand reception and sumptuous dinner. 
Admission was granted only to the fortunate few among whom were 
the high-ups in the society and some ladies and gentlemen of the 
European community of Calcutta. There could be seen some theatre 
enthusiasts in the audience who smuggled themselves in by procuring 
admission cards. They published critical reviews in papers on the 
performances and’ thus helped improvement of the standard of 
theatrical performance. The theatre became the most powerful medium 
of cultural renaissance and national awakening since the middle of 
the nineteenth century. The social, political and religious movements 
were reflected in the dramas produced at-the theatres and through 
the inspired audiences spread to far and near places. 

Baghbazar Amateur Theatre may be called prelude to professional 
public theatre. This theatre was opened by some young theatre 
enthusiasts of Baghbazar area, the most notable of them being 
Girishchandra Ghosh, Nagendranath Bandyopadhyay, Radhamadhab 
Kar, Dharmadas Sur etc. They were all middle-class people and 
their funds were very much limited. So it was not possible for them 
to spend large sums of money for stage-sets, costumes, furniture etc. 
So they had to select a social drama for less expensive production. 
Dinabandhu was the most famous dramatist of the time and his 
major dramas were social ones, hence they selected Sadhabar Ekadasi, 
the most suitable one for them for their maiden performance. Thus 
Dinabandhu’s drama brought the great histrionic talents on a common 
platform and they launched a drama-movement which led to the 
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establishment of the public theatre. Girishchandra dedicating one of 
his dramas to the hallowed memory of Dinabandhu said, the poor 
middle-class young men could not start their acting career and 
establish the National Theatre, if Dinabandhu had not written social 
dramas. From the Baghbazar Amateur Theatre the Bengali theatre 
which had been monopolised by the affluent elites of the Calcutta 
society came under the control and management of the talented 
middle-class actors. When the Baghbazar group started rehearsal of 
Sadhabar Ekadasi , Ardhendusekhar Mustafi, the great actor joined 
the group and took charge of conducting rehearsals and instructing 
the co-actors. 

In 1869 during the Durga Puja festival Sadhabar Ekadasi was 
performed at Baghbazar. The cast was as follows: 

Nimchand - Girishchandra Ghosh 
Atal - Nagendranath Bandyopadhyay 
Kenaram - Ardhendusekhar Mustafi 
Rammanikya - Radhamadhab Kar 
Kumudini - Amritalal Mukhopadhyay 
Jibanchandra - Ishanchandra Neogi 
Saudamini - Mahendranath Das 
Kanchan - Nandalal Ghosh 
Nakur - Mahendranath Bandyopadhyay 
Nati - Nagendranath Pal 

The performance of Sadhabar Ekadasi was repeated several times. 
In one performance Dinabandhu himself was present. He 
congratulated Girishchandra by saying, “ Sadhabar Ekadasi was 
written as if only for you,” About an action of Ardhendusekhar in 
the role of Jibanchandra he remarked, ‘‘It is an improvement on the 
author.” The acting in each role was on the whole good and 
particularly for Girishchandra it was an outstanding performance. 

Being pleased with the performance of Sadhabar Ekadasi 
Dinabandhu himself advised the Baghbazar Group to produce Lilavati. 
Accordingly the rehearsal of Lilavati started. Besides the actofs who 
took part in the performance of Sadhabar Ekadasi Mahendralal 
Basu, Kshetramohan Gangopadhyay and some others also joined the 
Group. A permanent stage was constructed at Rajendralal Pal’s 
house and in July, 1871, Lilavati was staged there. The Baghbazar 
Amateur Theatre was re-named National Theatre at the time of the 
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performance of Lilavati. It was so at die suggestion of Nabagopal 
Mitra, the founder of Hindu Mela. Hindu Mela brought about a 
national awakening throughout the country and it was in keeping 
with this national awakening that tire theatre was also named National 
Theatre implying that the theatre was meant for infusing die national 
spirit in the minds of the people. Lilavati was staged with much 
fanfare. Dinabandhu himself. Dr. Maliendralal Sarcar and oilier high 
dignitaries were present on die first night of performance. The names 
of the actors who appeared in different roles are given below: 

Lalit - Girislichandra Ghosh 

Hemchand - Nagendranath Bandyopadhyay 

Haravilas and Jhi - Ardhendusekhar Mustafi 

Kshirodbasini - Radhamadhab Kar 

Naderchand - Jogendranath Mitra 

Saradasundari - Amritalal Mukhopadhyay 

Bholanadi - Maliendralal Basu 

Mejokliuro - Motilal Sur 

Rajlakshmi - Kshetramohan Gangopadliyay 

Jogjiban - Jadunath Bliatacharya 

Srinadi - Sibchandra Chattopadhyay 

Lilavati - Sureschandra Mitra 

Raghua - Hingul Khan 

Before this performance of Lilavati die drama was staged under 
the supervision of Bankimchandra Chattopadhyay and others. 
According to Dinabandhu that performance could not stand 
comparison with the performance of Girislichandra’s team. The 
recitation, acting, dress and make-up were all so excellent. 

The performance of Lilavati aroused unprecedented enthusiasm 
in the minds of the people. There was such mad rush for admission 
to die performance that the audiorities of die dieatre issued a notice 
that the tickets for admission would be issued only on production of 
University certificates. But since die rush was still unabated, they 
thought of producing regular shows by selling tickets. There was 
insistent demand on the part of the dieatre-enthusiasts for professional 
shows. Only shows on sale of tickets could ensure die regular and 
continued running of a theatre. The expenses of production, the 
payment to the artistes and the technicians could be possible if diere 
was a regular income from sale of tickets. Some of die actors had 
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no other profession, and therefore needed money to continue acting 
on the stage. Hence in deference to the wishes of the public and out 
of financial necessity they wanted a truly professional theatre. 

Another thing to be noted is that so much enthusiasm for theatrical 
performances was due to the spontaneous appeal of Dinabandhu’s 
realistic plays. The Calcuttan audience was all agog with enthusiasm 
to witness the Calcuttan society in tire plays. Sadhabar Ekadasi and 
Lilavati were the mirrors to their own society. The social upheavals 
that were caused by die iconoclasts known as Young Bengal, the 
Bralimo samaj movement, die movement for emancipation of women, 
et al witnessed in the plays generated much liking for the theatre. 
The unknown and artificial, die mythological and historical characters 
were no longer before diem, the characters that were being presented 
in Dinabandhu’s plays were real, known people from around them. 
The spectators could understand them, feel them and identify 
diemselves with die characters. Dinabandhu’s art of characterisation, 
his realistic dialogues and his unparalleled skill in evoking laughter 
made his plays highly popular to die audience. 

The success of Lilavati ’s Perfomnance inspired the members of 
die theatre group to open a public dieatre and fulfil the demand of 
die public. They wanted to name it as National Theatre. Dinabandhu’s 
plays being immensely popular and the producdon-cost moderate, 
diey selected Nil Darpan after twelve years of its publication and 
started rehearsal of tliis play. But to start a public theatre and give 
it a prestigious name as National theatre were not liked by all. The 
discordant note was sounded by Girischandra himself. But 
Ardhendusekhar Mustafi, Nagendranath Bandyopadhyay and others 
were beyond their capacity, so they had to be content with their 
limited resources. But Girischandra did not agree with his friends 
and left them in disgust. But Girishchandra’s departure could not 
dampen die spirit of the others. They continued with their rehearsals. 
The rehearsals were held at Bhubanmohan Neogi’s house. Sisirkumar 
Ghosh, Editor, Arnrita Bazar Patrika, Nabagopal Mitra, Manomohan 
Basu and others encouraged them in their endeavour. Amritalal 
Basu, die noted actor joined the group at that time. 

The organisers hired die large courtyard of Madhusudan Sanyal’s 
mansion afterwards known as Ghariwala Mullik Bari of Chitpore 
and the first public stage was constructed there. Dharmadas Sur was 
in charge of the construction of the stage. Nil Darpan was staged 
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at the National Theatre on the 7th December, 1872. The actors and 
their roles are given below: 

Ardhendusekhar Mustafi - Mr. Wood, Savitri, Golok Basu, aryot 

Nagendranath Bandyopadhyay - Nabinmadhab 

Kiran Bandyopadhyay - Bindumadhab 

Motilal Sur - Raicharan and Torap 

Mohendralal Basu - Padi Mayrani 

Sasibhushan Das - Antin 

Purnachandra Ghosh - Lathial 

Gopalchandra Das - Aduri 

Jadunatli Bhattacharya - Ryot 

Abinashchandra Kar - Mr. Rogue 

Kshetramohan Gangopadhyay - Sarala 

Aniritalal Mukliopadhyay - Kshetramoni 

Tinkori Mukhopadhyay - Reboti 

Amritalal Basu - Sairindhri 

Dharmadas Sur and Jogendrachandra Mitra - Stage Managers 
Kartikchandra Pal - Dresser 

Nagendranath Bandyopadhyay - Secretary of the Committee 
Benimadhab Mitra - President of the Committee, 

Reports were published in news papers in praise of this production. 
The Atnrita Bazar Patrika published a detailed review critically 
commenting on tire performance of tire actors and congratulating the 
organisers on this noble venture. National Paper edited by Nabagopal 
Mitra praising the performance in glorious terms remarked, “The 
event is of national importance.” But some adverse criticisms were 
also published. Girishchandra who kept himself away from tire 
performance, in a letter to The Indian Mirror mercilessly bantered 
tire production and the acting of every artist. Not only that, he wrote 
a poem satirising the whole show. 

Seven days after tire performance of Nil Darpan, Jarnai Barrick 
was staged at tins theatre on December 14, 1872. After the doleful 
note of Nil Darpan this hilarious comedy gave welcome relief to tire 
audience. The musicians from Lucknow provided music to Lire 
performance. A Committee was formed by the theatre authorities to 
make all tire arrangements for die smoodi running of the Theatre. 
Nabin Tapaswini was performed at die National Theatre on January 
4, 1873. Ardhendusekhar appeared in the role of Jaladhar and die 
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audience was mad with joy to see the comic performance at its best. 
Girishchandra remarked that this acting was better than the best. It 
may be said here that the role of the prompter was first introduced 
by National Theatre. 

Biye Pagla Burn was staged on January' 15, 1873. Ardhendusekhar 
in the role of Rajiblochan was superb. A spectator wrote in the 
Indian Mirror, “From his first appearance on the stage the applause 
was general and uninterrupted." On February 22, 1873 
Krishnakumari was staged. Girishchandra was requested to appear 
in die role of Bhimsingh and he agreed. His performance in that 
role was much praised. With the performance of Krishnakumari die 
first phase of die National Theatre came to an end. 

In the rainy season performance was not possible at the courtyard 
of Sanyal house and naturally the performance was temporarily 
suspended. Relations were strained among the members of the theatre 
group regarding die possessions of stage-setdngs and equipments 
and distribution of money. Uldmately die members were divided 
into two groups, one group comprising of Girischandra, Dharmadas 
Sur, Mahendralal Basu, Motilal Sur etc and the other comprising of 
Ardhendusekhar, Amritalal Basu, Nagendranath Bandyopadhyay, 
Amritalal Mukhopadhyay etc. Girischandra who refused to be 
associated widi die Nadonal Theatre at die outset got the name 
National Theatre registered for his group after die split. The division 
was complete. Girischandra and his group continued their 
performances under die name of National Theatre while the other 
group hired die Opera House at Lindsay Street and named their 
Uiealre as Hindu National Theatre. Hindu Nadonal Theatre went to 
Dacca and staged Nil Darpan there. The performances were 
tremendously acclaimed. The members of tliis theatre staged plays 
in odier parts of Bengal also with much success. 

National Theatre also staged shows in different mofussil areas. 
In tliis way die Nadonal Theatre originally and its subsequent break¬ 
away groups—Girishchandra’s National Theatre and 
Ardhendusekhar’s Hindu National Theatre made Dinabandhu a 
house-hold name in Calcutta and outside. So popular were 
Dinabandhu’s dramas diat they were staged regularly and repeatedly 
at diose dieatres. 

As Dinabandhu’s dramas were popularised by die theatre, so on 
die odier hand the actors themselves got into prominence by acdng 
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in the roles of Dinabandhu’s plays. Girischandra Ghosh, 
Ardhendusekhar Mustafi, Amritalal Basu, Amritaial Mukhopadhyay, 
Nagendranath Bandyopadhyay, Maliendralai Basu and a host of others 
were initiated in the art of acting by appearing in Dinabandhu’s 
plays. Girishchandra’s acting in the role of Nimchand and 
Ardhendusekhar’s performance in the roles of Jaladhar and 
Rajiblochan have not been surpassed at any time on the stage. At 
that time male actors appeared in the female roles. Amritalal Basu, 
Amritalal Mukhopadhyay, Kshetramohan Gangopadhyay, Maliendralai 
Basu acquitted themselves quite creditably in female roles. 



Miscellaneous Writings 

Padya-Sang raha 

Padya-Sangraha is a collection of poems written by Dinabandhu in 
his early years. This collection was published by his sons in 1886. 
These were written under the direct influence of his mentor 
Iswarchandra Gupta. In these Dinabandhu’s altitude to nature and 
human relations, his use of images and alliterated words all bear the 
stamp of Iswarchandra Gupta’s poetry. The poems are descriptive, 
diere is too much of moralising and sermonising but very little of 
imaginative flights and real touches of poetic beauty. The poet has 
used his name at die end of each poem like die medieval Vaishnava 
poets. 

Manab-charitra (Human nature)-According to Bankimchandra 
diis is die first poem written by Dinabandhu. The poem was very 
much liked by Bankimchandra and he committed die whole poem 
to memory. But the poem is a very ordinary one with moral sermons. 
The poet lias lamented over die evil tendencies of men who steeped 
in ignorance, selfishness and unbridled lusl do not Uiink of die 
inexorable miserable end. He has urged them to shun earthly pleasures 
and dedicate diemselves to God. 

Sandhyar Purbe Sarobarer Sobha (The beauty of a pond on the 
eve of dusk)—The poet has drawn a fine picture of die scene of a 
pond surrounded by a cluster of trees and sweetened by die fragrance 
of flowers. The village women have assembled with pitchers to take 
water and spend some moments in intimate talks and jokes. The 
scene is very pleasing. 

Nciyaker Ancigame Nayikar Klied (Lamentation of die heroine for 
die hero- has failed to come)—The influence of Gila-Govinda and 
die Vaishnava poetry is evident in this poem. The heroine having 
dressed herself bewitchingly, is waidng to receive her lover at bed, 
but her waiting is in vain. He does not turn up. Stung by burning 
desire she laments for this betrayal of her lover. 

Basanter Agamane Sumati Kumati Sahacharidwayer sahil 
Birahinir Kathopakatban (A separated heroine in conversation widi 
good and bad instincts at the arrival of spring)—A woman in 
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separation from her husband is burning with insatiable desire at the 
coming of the spring. A conflict is going on between the good and 
bad instincts of her mind personified as companions to her. The 
good instinct advises her for self-control, while the bad instinct 
goads her to have her desire fulfilled. 

Basanter Agamane Birahinir Khed (The lamentation of a woman 
in separation at the coming of the spring)—This poem also is a 
repetition of the ideas expressed in the previous poems. Nature and 
its seasonal changes have an inalienable relation with the varying 
moods and feelings of men and women. The spring is a season of 
union and happiness. But those who are separated and alone suffer 
from the adverse effects of the spring. The season is not a boon, but 
a curse to them. The idea is borrowed from the Sanskrit and 
Vaishnava poetry. 

Janak Jananir Sneha (Affection of parents)—The first part of 
this piece is written in highly Sanskritised and affected prose and 
the second part in poetry. 

Magh Mase Pravatasnan (Morning bath in the month of 
Magh)—In the beginning tire poet has given a fine picture of tire 
dawn—the dark veil of the night has been lifted, the shafts of light 
are brightening die sky, die chirping of birds are filling die fragrant 
air. The procession of badiers starts towards die Ganges. Among 
them are many women who are engaged in trivial family talks. 
There are also men in the procession, some of whom are not so 
pure-liearted who cast lustful glances at the women. But die Poet is 
concerned mainly widi women—dieir nature, habits and activities. 
Like Iswarchandra Gupta he is a master in probing into the 
psychology of women. 

Chandra (The Moon)—The poet has drawn a charming picture 
of the moon-lit night. Here die beauty of the moon-beams and their 
spell over human mind is described. 

Dampti-Pranay — Bejoy-Kamini (Love between husband and 
wife—Bejoy-Kamini)—The subject-matter of tliis long narradve poem 
is not die post-marital conjugal love of husband and wife but die 
pre-marital romance of Bejoy and Kamini which of course terminated 
in marriage. Bejoy is the king of Kanchannagar, pious, liberal- 
hearted and magnanimous. One day his friends talk about die bliss 
of conjugal life and ask him to marry. Bejoy agrees to give serious 
thought to this proposal provided he finds a suitable bride. Next 
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morning while having a walk he enters a flower-garden and comes 
across Kaniini, an exquisitely beautiful maiden plucking flowers. 
Both of them are smitten with the unseen arrows of Cupid. The 
dialogue between Bejoy and Kamini goes on in the flowery garden 
for a long time after which the Gandharba marriage is held. Both 
take leave of each other with parting kisses and of course the marriage 
is solemnised in due course. 

Jarnaishashthi (The sixth day of the fortnight meant for festivity 
with the son-m-law)-Jamaishashthi is a festival of merriment centring 
round the son-in-law for it is an occasion of sumptuous feast and 
endless enjoyment in the pleasurable company of his frivolous in¬ 
laws, Here (lie description of the festivity is vivid and in minute 
details. The son-in-law dressed in his best attire comes to his father- 
in-law’s house where he is greeted with many practical jokes. But 
what is joke to die merry in-laws is near-deadi to die son-in-law. 
Anyway he survives all this jestful torture and at last is united with 
his wife. The union is full of bliss and die jovial in-laws peeping 
dirough the windows have an indirect gratification. 

Jarnaishashthi (Second instalment)—It is an extension of the 
earlier poem written a year ago. The content is more or less the 
same. The love-scene is a bit more prolonged. The jokes and die 
sumptuous menu widi real or fake items are more or less the same. 

Loyalty Lotus- The lotus of loyalty is offered to the Queen Victoria 
on die occasion of die visit of her son. Prince Alfred to India. The 
poet narrates die joyful celebradon of the event by the Indian men 
and women. 

Prabhat (Moming)-The is one of die best poems written by 
Dinabandhu. Many lines of die poem are still recited by die people 
young and old. Dinabandhu lias given beautiful descripuons of the 
morning in many poems but die description is most fascinating 
here. The rhyme-pattern has set die poem in quick paces and the 
fleeting pictures pass before our eyes like die visuals of a movie. 
The beginning of day means die beginning of all die activides of all 
classes of people. AH classes of people in a village are represented 
here. The poet’s roving eyes have caught them all. 

Satyer Maliimay Paper Parajay (Defeat of sin by the glory of 
trudi)—An allegorical poem where the triumph of truth over sin is 
established. At first die poet presents us an exquisitely beautiful 
scene of nature when die dark shadows of a tranquil evening come 
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over a village pond in die midst of charming surroundings. The 
Goddess of Muse comes there, after a short while a poet also arrives 
there. Then follows a conversation between the Goddess and the 
poet. The poet says, there is pleasure in sin but truth is devoid of 
any pleasure. This idea is contradicted by the Goddess who explains 
by various arguments that truth only prevails at last. Anodier advice 
of die Goddess to die poet is to give more importance to tire idea 
dian to the embellishment of language. 

Chokhe Angul Diya Bujhaia Dii (Let me explain to you 
pointedly)-This is an allegorical poem in which human instincts are 
personified characters. Here is a reference to the three friends writing 
poems in Prabhakar. At rimes drey fall victims to malice, but diey 
overcome that. 

Hate Hate Paper Phal (The wages of sin is instantaneous)— 
Dinabandhu was very progressive in his social views. He was against 
child-marriage and strongly supported widow-re-marriage movement. 
To illustrate his views he narrates a story in this poem. Chanchala, 
daughter of a king, spends her days in separation from her husband. 
She is tormented by her youthful desire and being unable to resist 
it she sends for the city police chief and expresses her sinful proposal 
to him. Both of them gratify their illicit love in a secluded temple. 
Chanchala’s husband comes home, but infatuated as she is in her 
illicit love she treats him coldly. Her lover tells her to bring the 
severed head of her husband and she commits this heinous act. But 
that rogue robbing her of her clothes and jewellery leaves her in die 
lurch. The sinful woman goes to Vrindaban and lives an immoral 
life. The epilogue to this poem is a defence for himself against 
Dwarkanath Adhikari. 

Bidhabar Bibaha (Widow marriage)—This is a letter written to 
the Editor, Sambad Prabhakar holding a strong plea for widow 
marriage, the letter ends with a poem on the same subject. In the 
letter there is a conversation of some women who are lamenting 
over die sad plight of die widows. There is a reference to Vidyasagar’s 
strong movement for widow marriage. The orthodox pundits who 
opposed diis movement were ruthlessly condemned. In die poem 
which has been appended to the prose compositon a bright hope has 
been expressed for the future when all the sorrows of die hopeless 
women will be terminated. 

Suradhuni Kavya (The poem of die Ganga)—It narrates the 
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journey of Ganga, the sacred river of die Hindus, from its origin in 
die Himalayas down to its termination in the ocean. This long 
narrative poem is divided into two parts. The first part containing 
eight cantos and the second published after his death with the two 
tremaining ones. The beginning of die poem is clearly influenced by 
Michael Madhusudan’s Meghnad Badh Kavya. The poet has invoked 
die blessings of Saraswati, the goddess of learning. The description 
of the Himalayas is full of majestic beauty. Ganga, the daughter of 
the Himalayas is sad for spending so long all alone in separation 
from her husband. Padma, her companion comes to her and consoles 
her. She goes to her modier Menaka and tells her about the real 
malady of Ganga. Menaka understands die feelings of her daughter 
and asks her husband the Himalayas to send dieir daughter to their 
son-in-law Mahadeva. So Ganga prepares to start for her husband’s 
home. She offers her respectful pranam to her parents who advise 
her how to behave in her fatiier-in-law’s house. The parting scene 
is full of pathos. After diis begins the journey. 

In the second canto die irresistible flow of Ganga down the 
mountain is narrated. The huge stone-slabs want to obstruct her 
flow, but they are washed away. Ganga reaches Vishnuprayag which 
is the confluence of diree streams. From Vishnuprayag through 
Srinagar she reaches Haridwar. The sacred places of interest are 
described in detail. As Ganga touches die old town Anup the secret 
love-story of Anup and Aliuti, daughter of die sage Homanal is 
narrated in detail. From Anup Ganga reaches Fategar, a business 
centre. 

The course of Jamuna, die sister of Ganga is narrated in die 
diird canto. When Ganga comes to Prayag, she meets her sister 
Jamuna diere and asks her to relate how, she happened to come over 
diere from die Himalayas. Then Jamuna tells her story, through her 
companion a tortoise. First of all there is the description of Delhi 
city. The magnificent buildings, die broad roads, the Jama mosque, 
Humayun’s tomb, Qutab Minar, the pillar of Prithwiraj, the remains 
of his capital once resplendent with glory, now in ruins. The city of 
Mathura is described next. Madiura the brith-place of Sri Krishna 
and also the place where Sri Krishna killed Kangsa, king of Madiura 
is now bearing die memory of the god in its famous temples 
resounding with the chanting of mantras and the singing of bhajans 
and kirtans. After Mathura the scene shifts to Vrindaban hallowed 
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with the lila of Radha and Krishna. From Vrindaban Jamuna came 
to Agra—Taj Mahal, the immortal tearful tribute to the memory of 
love, Sekendra, Moti Manzil and several other famous monuments 
are mentioned here. 

In the fourth canto Ganga Comes to Prayag, sacred to the Hindus 
for the confluence of three rivers-Ganga, Jamuna and Saraswati. 
Leaving behind Prayag the river comes to Varanasi. The Lord 
Visweswar asks Varun and Asi to bring back Ganga to him. Ganga 
tells the two rivers that union is not possible with the stony body 
of Visweswar, her body being watery. The beauty of Varanasi on the 
bank of the Ganga is simply marvellous. The dastardly act of 
Aurangzeb in demolishing the temple and building a mosque there 
has been described in detail. The Benarasi sarees, the indigenous 
handicrafts have also been mentioned. The palace of Ramnagar and 
the Rannabami festival have also been included in the account of 
Varanasi. After leaving Varanasi Ganga meets Gomati who relates 
the story of the Nabab of Lucknow. The British rulers take over the 
administration and the Nabab abdicates the throne and leaves 
Lucknow. The course of Ganga flows through Mirzapur and Gazipur 
and reaches Buxar and after that meets Gharghara at Chhapra. 

In the fifth canto there are two stories: one of Gharghara and the 
other of Sampa. Gharghara is the daughter of Kumayun hill. Although 
educated and adept in art and culture she was married to rich, but 
ugly and repulsive Airabat. The married life was a curse to her and 
she wanted to get rid of this accursed life and join Ganga on her 
way to the sea. She met Gouriganga who told her the story of her 
being named Satiganga, There was a city on the bank of tire river 
Kamali where an evil king named Natabar ruled. There was a 
beautiful, accomplished girl in that city whose name was Sampa. 
She fell in love with a handsome youth serving in the army named 
Pundarik. The marriage between the two was celebrated after some 
time. Their conjugal life was very happy. But the lustful eyes of 
Natabar fell on Sampa—he sent a go-between to her with a proposal 
for illicit union. Sampa scornfully spumed it. But Natabar was 
irresistible. He made repeated attempts to have Sampa in his grip. 
He sent Pundarik into prison. One day Natabar came with open 
sword to Sampa who was alone and demanded her consent. But 
Sampa desperately, cried for help to save her honour. Suddenly the 
cottage was washed away by the gushing water of Kamali and 
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Natabar was drowned in deep water. Sampa was carried to a safe 
place. Pundarik was installed on the throne and re-united with Sampa. 
Karnali saved die chastity of Sampa and was called Sadganga since 
that time. 

The sixth canto opens widi a description of the sage Gautama’s 
hermitage which existed at a near distance from Chhapra. The story 
of Ahalya and the curse of her husband which converted her into 
a stone and her attaining womanhood again by the grace of 
Ramchandra has been narrated here. Agastya did not return to Vindya 
hill as he promised. The Vindyas kept wailing for Agastya and 
began shed tears, and from those tears the river-son was bom. 
Jarasandha’s palace was among the palaces built near his bank. At 
the palace ground the mighty emperor was challenged by Krishna, 
Bhima and Arjuna to a fight. Jarasandha agreed and during the 
fierce wrestling Bhima severed the body of Jarasandha into two 
parts. The drops of blood from the severed body of the emperor 
made the water of son red. Ganga along with son passsed through 
Danapur to Patna. The name of Patna was Pataliputra, the capital 
of Magadha in ancient time. The journey resumed from Pataliputra 
to Munger. There was an ancient fort here built by Jarasandha. It 
was reconstructed and renovated by the Nabab Mirkasim. Raja 
Rajballabh was imprisoned within this fort and ultimately was thrown 
into the river below. The Raja courted death fearlessly. Raja 
Krishnachandra Ray and his son Sivchandra were also confined in 
this fort. He was ordered to be put to death. The fatal moment came 
and he was praying to God when die guns of the British army 
suddenly boomed at die gates. The Nabab army was reputed and 
Krishnachandra and his son were saved from the jaws of death. 
Munger is famous for its hot spring Sitakunda. After leaving Munger 
back Ganga comes to Bhagalpur. Here the city of Champa was 
situated—Champa, the capital of Chandsadagar. His son Lakhindar 
and his wife Behula are still house-hold names. Kamagarli was die 
capital of Kama, die king of Anga. This fort of Kama was cater on 
the dwelling place of Jarasandha and after the passing of ages was 
occupied by die Muslims and from them it went under the occupation 
of the British. The prison of Jarasandha still exists in the city. From 
Bhagalpur die river flows towards Rajmahal. 

The seventh canto begins at Chhapghati where Ganga bids Padma 
to flow through East Bengal and she intends to proceed towards sea 
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through Navadwip. Ganga and Padma part ways here. Ganga comes 
to JangLpur and from Jangipur to Jiaganj. From Jiaganj Ganga reaches 
Murshidabad. The place of Sirajuddaula with marvellous wall- 
paintings, carpets, tapestry and glittering decorations, the silent, 
weeping grave of the last independent Nabab on the other side of 
the Ganga have been narrated in detail. Then passing by the side 
of Berhampore the Ganga skirts the meadow of Plassey where 
bewailing for the lost freedom still rends the air. At Katwa Ganga 
meets the turbulent river Ajay who explains to her why his water 
is red. The holy village Kenduviiva, the birth-place of Jaydeva is 
washed by the river Ajay. Ganga enters Navadwip, the land of Sri 
Chaitanyadeva who preached the religion of love and founded the 
Gauriya Vaishnavism. Navadwip is also well-renowned for the 
illustrious Sanskrit scholars in various fields of knowledge, such a 
Vasudev Sarbabhauma, Raghunandan, Jagadish, Agambagish, 
Gadadhar Bhattacharya, Ramnath Bhattacharya. 

The eighth canto begins with the river Jalangi meeting Ganga. 
Jalangi is sent by Padma. Jalangi describes die magestic palace of 
Krishnachandra Pal. Krishnagar College and its glorious tradition 
have also been mentioned. Ganga enters Kalna which bears the 
memory of Chaitanyadeva who took rest for sometime under a 
tamarind tree here after his renunciation. Here the Maharaja of 
Burdwan Kirtichandra came with his wife and built a temple of 
Radha-Krishna. From Kalna Ganga goes to Santipur hallowed widi 
die memory of Adwaita Acharya. From Santipur the course of Ganga 
flows to Guptipara famous for abundance of Kulin Brahmans who 
were infamous for plentiful marriages and undesirable acts. After 
tills Ganga proceeds to Ranaghat and then to Chakradaha or 
Chakdah. At Triveni the three Ganga, Januna and Saraswad have 
been united with one another. Jamuna says she will not accompany 
Ganga to the ocean. Rather she will touch Haringhata Choubaria. 
Dinabandhu’s own village, Gobardanga and mingling with Ichhamati 
and then they will proceed to Taki. 

The nindi and tendi are included in the second part. Ganga 
reaches Bangsabati which is famous for the Hanseswari temple. This 
canto is the least interesting of all the cantos, the subject-matter of 
this canto is irrelevant, no historical monuments or events are narrated 
except the Hanseswari temple. Four girls named Savitri, Sarala, 
Biraja and Bimala are frolicking and plucking flowers. They pray to 



Miscellaneous Writings 


65 


the goddess for the husbands of their choice. 

The tenth or the last canto is the most important one as it gives 
a panoramic view of Calcutta—the men and places as they were 
during the life-time of Dinabandhu. The documentary value of this 
canto is paramount. Ganga passes through Hooghly, Chincura, 
Chandannagar, Bhadrapalli, Vaidyabati, Srirampur, Konnagar, 
Naihati, Bhatpara, Uttarpara etc. Ganga proceeds towards Calcutta 
and first touches Baghbazar ghat and then flows along Ahiritola, 
Nimtala and Pathuriaghata. The other important spots mentioned 
are the Mint, G.P.O. Metcalf Hall, Maidan, Monument, Town Hall, 
the imposing buildings, the nocturnal scene of the city of lights etc. 
The illustrious persons of the time and their contributions to various 
fields are noted by the poet e.g. Ramgopal Ghosh, Rasikkrishna 
Mallik, Prasanna Coomar Tagore, Iswarchandra Vidyasagar, 
Krishnakamal Bhattacharya, Krisnamohan Banerjee, Rajendraial 
Mitra, Pyarichand Mitra, Michael Madhusudan Dutt, Harischandra 
Mukheijee, Akshaykumar Datta, Raja Radhakanta Dev, Kaliprasanna 
Sinha, Ramanatli Tagore, Rajendraial Mallik, Moti Sil, Debendranath 
Tagore, Satyendranath Tagore, Rajnarayan Basu, Keshabchandra Sen. 
Ganga is named Adi-Ganga at Kalighat. The goddess Kali is 
worshipped in the temple of Kalighat. As Ganga enters the region 
of Sunderban she is a bit stricken with fear. Offering pujas to 
Kaluroy and Dakshinroy she reaches Gangasagar and embraces the 
ocean. The end seems to be abrupt and sudden. The union of Ganga 
and the ocean is not elaborately drawn. 

Dwadas Kavita is a collection of twelve poems. The poems are 
of different nature. There are some poems on aspects of nature. 
Human feelings and experiences have been expressed in some-others. 
The poet’s personal reminescences are also described in a few. 

Sakuntalar Tanay Darshane Dushmanter Maner Bhab 
(Dushmanta’s mental feeling to see the son of Sakuntala)—The 
episode is taken from Abhijnan Sakuntalam of Kalidas.- Dushmanta 
came to the hermitage of Marich and saw a beautiful boy named 
Bharat. But he did not know that the boy was none other than his 
own son. Following Kalidas the poet Dinabandhu has given a touching 
account of die sudden rise of paternal affection in the mind of 
Dushmanta. Dushmanta knows that the child belongs to another 
man, still his heart aches to fondle the child and press him to his 
bosom. 
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Chandra (The moon)—The poet hails the moon as he appears in 
the sky. In the second stanza the poet gives a scientific account of 
the moon. The moon borrows light from the sun and distributes it 
liberally to all die objects of die world. Animate and inanimate—all 
objects pine for the moon. He is indeed beloved of all. Some of the 
images in this poem are indeed very bautiful. The stars shining in 
the sky are like Gandharaj flowers, the moon looking like a white 
lotus in a blue pond, the raised waves of the ocean trying to clasp 
the moon—these are some of the fine images used in this poem. 

Si try a (The sun)—This is also a nice poem where scientific facts 
are mixed with beauties of nature. The solar system, the planets 
whirling round the orbit of the sun, the stars infinitely larger than 
the sun moving in the space, die phenomenon of solar eclipse, the 
rays of die sun causing evaporadon of water from die earth and 
resulting in formation of clouds and rains—all diese scientific facts 
have been described. The benign activities of the sun and its 
inexorable influence on human action and destiny-all have been 
shown In detail. 

Kokil (The cuckoo) Like many other poets Dinabandhu also pays 
his loving tributes to the cuckoo, the harbinger of the spring. The 
exchanted poet has given a charming description of diis singing 
ministrel who remains concealed behind the flowery branches but 
who sends thrils of music all around the eardi and the sky. 

Prabasir Bilap (Lamentation of a man in a distant 
land)—Dinabandhu had to travel to distant parts of die country on 
duty in his postal service. The poem was in all probability written 
while staying far away from his home and family. His mind is full 
of the sweet memories of his family and home. He remembers all 
the members of his family-father, mother, brother, sister, wife, son, 
daughter and friends. The scenes of his village flash before his 
eyes—the river Jamuna, the blooming flowers playing in the water, 
the large tree spreading out its branches and providing shelter to 
man, the merry-making and feestivity—all occur in his mind. 

Khatidagiri —Dinabandhu must have visited Khandigiri during 
his stay in Orissa and in this poem he has given a vivid account of 
diis famous hill with statues, paintings and artistic stone-works. 
First of all he has given a descripdon of Cuttack inhabited by the 
people from ail parts of India. Temples, pillars, stair-cases, halls etc. 
have been built inside die caves. Statues of Buddhist and Jain saints 
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have been curved out of stone-walls. The hill is now covered with 
flower plants, bushes and shrubs and surrounded by dense forest. 

Bandhu biday (Farewell to friend)—Dinabandhu’s deep love for 
his friends has been demonstrated in this poem. Two friends are 
standing on the bank of a river. One of them is about to start for 
a distant land by a boat which is waiting nearby. The parting scene 
is full of pathos, each is overwhelmed with sorrow and swearing in 
tears to cherish this treasure of love in his heart for ever. As one 
of them takes leave of the other and sails in his boat the other looks 
on and on till the boat is reduced to a dot and finally goes out of 
sight. 

Parinay (Marriage)—Two lives are united, two hearts are unified 
through marriage. Most sacred of human relations, it brings all 
happiness to the world. Heaven descends on earth where there is 
mutual love and trust between the two. Happiness is increased many 
times when a child is bom. 

Satitva (Chastity)—Chastity is a priceless treasure to womanhood. 
A chaste woman may be poor and without costly clothes and valuable 
ornaments, but she is loved and respected by all. Even the foolish, 
illiterate and lewd people are scared by the shining light of chastity 
and do not dare to do any harm to the Sati. 

Yuddha (War)—The horror and ferociousness of war, the ravages 
and the devastation caused by it have been most vividly described 
in this poem. The havoc and bloodshed, the terrible war-cries and 
the heart-rending wails and lamentations have all been realistically 
told by the poet. In the war for defending the independence of the 
country the soldiers are inspired by noble heroism and a spirit of 
sacrifice. The poet has lamented over the destruction of people and 
cities caused by war. 

Asha (Hope)—Human life suffers every moment from sorrow, 
disillusionment, and disappointment but hope brings solace and 
comfort to him and inspires him to rise and go forward again. It 
restores faith in life and supplies that.indomitable spirit to live and 
let live. He has given some examples to illustrate the sustaining 
power of hope. The cultivator is upset to see his land scorched and 
barren, but still he hopes for tire rains next time. The prisoner 
behind the prison bars bemoans the separation from his near and 
deer ones but hope whispers to his ears that his days of misery will 
end soon and he will be united with his dear relatives. The studen' 
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does not succeed in winning laurels in the examination and is crest¬ 
fallen when hope tells him to try again and success will be his next 
time. The unemployed moves from door to door for a job and is 
baffled everywhere, but atlast being guided by hope he studies law 
and adopts an independent profession to earn his living. A happily 
married couple think that they are enjoying the bliss of heaven when 
all on a sudden the husband dies and leaves his partner in endless 
grief, but hope advises the bereaved wife to lead a spiritual life and 
wait for her eternal union widi her husband in heaven. 

Railer Gari (The train)—The poet sings glory to science for the 
benefits it has brought to die populace of die eardi. The railways are 
carrying the people from one end to die odier distant end. The 
telegraph is carrying messages so quickly from one place to another. 
The tunnels are made through die hills, the bridges are constructed 
across die rivers, die distance has gone and the different people of 
India are coming close to one another. The railways have been a 
contributory factor for the realisation of national integration of India. 

Dramatic Sketch 

Kure Gorur Bhinna Goth (An idle cow has a different pasture 
ground)—This is a comic skit of two scenes. Sir Mordaunt Wells, 
a judge of die High Court was condemned in a meeting of the 
eminent citizens of Calcutta for his blatant particularlity to die 
English men and most unjust malice to the people of diis country. 
But some British merchants accorded a reception to Mr. Wells and 
some Bengali self-seekers joined dial meeting. Condemning diose 
Bengalies Dinabandhu wrote tliis satirical skit. Mr. Wells is being 
given the name Balad-Panchanan. Dinabandhu who is noted for 
genial humour is ruthlessly satirical in tliis sketch. Why he is so 
angry with the judge Sir Mordaunt Well’s and why. does he denounce 
so strongly die sycophants who joined the meeting held to felicitate 
Sir Wells, can be understood if the back-ground is known fully. Sir 
Mordaunt Wells was the Presiding Judge of the trial of Rev James 
Long for libel. “In his enthusiasm to defend his countrymen he so 
far forgot himself diat he combined in him die additional function 
of a legislator and an advocate. He imported into his address from 
die bench diings which were not in evidence. ...His address to the 
Jury far surpassed in party-spirit the address of an advocate. This 
led the Hindu-Patriot to remark that the credit for the blundering 
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verdict did not belong to the jury, in as much as the conduct of the 
judge and the extraordinary summing up, virtually dictated a verdict 
to men who were never guilty of opinions of their own.” 

Lalitchandra Mitra says in his ‘Indigo Disturbance in Bengal’, 
“The Nil Darpan trial however was not an isolated instance which 
showed the conduct of Sir Mordaunt Wells from the Bench, in its 
worst aspect. Indeed it was a habit with him to play the part of a 
moralist and politician from the Bench. He always indulged in 
intemperate and unbecoming generalisations and ever delighted in 
vilifying a whole nation from the particular cases of crime he was 
required to punish.” His remarks so much exasperated the Bengalies 
that they were obliged to shake off their forbearance which may be 
said to be the badge of their nation. A meeting was held at the 
Natmandir of Sir Raja Radhakanta on August 26, 1861 for the recall 
of Sir Mordaunt Wells in which die following resolution was adopted: 

That diis meeting desires to record not without a feeling of 
regret that its confidence in the Hon’ble Sir M. Wells, Kt. as a 
judge of die highest Court of Judicature in Bengal has been impaired 
in consequence of his frequent and indiscriminate attacks on the 
characters of the natives of this country with an intemperance 
inconsistent widi the calm dignity of the Bench as well as from his 
repeated and indiscreet exhibition of strong political bias and race 
prejudices which are not compatible with the impartial administration 
of justice. 

The meeting was attended by over five tliousatid people. Raja 
Radhakanta Bahadur explained the object of the meeting thus— 

Our task is certainly unpleasant, but it is a duty and we feel 
bound to discharge it, by shrinking from it we should show our want 
of self-respect, humiliate ourselves as a nation and ignore the real 
interest of die country. 

Raja Pratapchandra Singh, Raja Kali Krishna Babus Ram Gopal 
Ghosh, Kali Prasanna Singha, Ramanath Tagore, Debendranath 
Tagore, Jodndramohan Tagore and others also addressed the meeting, 
A memorial was sent to the Secretary of State for India with a view 
to represent to Her Majesty’s Govt, the circumstances affirmed in 
the resoludon. 

How blatandy partial and unjust Sir M. Wells was can be clearly 
understood from the account of Lalitchandra Mitra given above. Not 
to speak of Dinabandhu Mitra all the celebrides of that time were 
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very much exasperated with this reprehensible judge. To attend the 
meeting for offering felicitations to such a condemned person was 
certainly an act of betrayal on the part of some debased sycophants 
and Dinabandhu has rightly satirised them. They have collected 
some signatures in praise of Balad-Panchanan but some of them felt 
the prick of conscience and went away. Only three sycophants were 
left. They sold themselves only for a mess of pottage. They presented 
a welcome-address to Balad Panchanan. Balad-Panchanan was very 
much elated. After all he got grateful recognition from them whom 
he only maligned and abused. 

Short Stories 

Yamal aye Jihanta Manush (A living man in Yama’s abode) That 
Dmabandhu could have been as successful a story-writer as a dramatist 
is evident from die present story. It is radier a well-composed, 
perfecdy balanced fantasia in which fancy roves to unlimited regions. 
Dinabandhu did not or could not continue in such composition, may 
be, for his untimely death, but afterwards Trailokya Mukhopadhyay 
and still at a later time Parasuram (Rajsekhar Basu) excelled in such 
writing. Such chimerical composition consisting of grotesque 
caricature arouses loud laughter and Dinabandhu has exploited the 
situations and characters fully to produce torrents of laughter. The 
story' is given below. 

One day Yama, the king of hell begins his daily work with the 
clerk, Chitragupta by his side. The king reclines against his pillow 
and while enjoying puffs of tobacco smoke asks about the work at 
hand. Chitragupta answers tiiat two urgent letters have reached from 
Bengal. One letter has from Denguchandra Harbhanga who was 
taken a toll of a huge number of people. Another letter reports that 
a fight between the musclemen of two landlords has resulted in tire 
death of a Naib of one party. But the other party has concealed the 
deadbody in such a place as to baffle all attempts to find it out. The 
king of hell is visibly perturbed since the moment a human being 
dies the dead body becomes the property of Yama. Eight bearers are 
sent to bring the dead body. But sensing that the police has got 
information of the dead body the employees of die killer land-lord 
remove the dead body from the col where it was laid and Kuraram 
Datta a hard-core, awe inspiring Gomasta (rent-collector) lay on tiiat 
cot. As he was in sound sleep the bearers carried him to the kingdom 
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of hell. When he woke up Kuraram was very much enraged to see 
die bearers and die surroundings and dealt some heavy slaps at the 
poor bearers, as a result three of diem fell dead in the river Baitarani 
and diree were transformed into crows hovering over burning ghat. 
Only one beat a hasty retreat and appeared before the king to inform 
of their sad plight. The bearer left with Kuraram told him diat they 
had brought him there by mistake. Kuraram then wrote an order of 
the Lord Siva issued to Yama to resign immediately from his post 
and hand over the administration to Kuraram Dalta. With this fake 
order he appeared before Yama and served the forged order upon 
him. So Yama widi a heavy heart handed over the charge to the 
newly-appointed king and left. Kuraram on taking over the royal 
charge went round the kingdom to see for himself the offices, the 
civic amenities, provided etc. which were in need of much 
improvement. At night the queen of hell, Kalindi came all prepared 
to share the bed of the new king as was the custom, but her horrible 
appearance made Kuraram quite nervous. Somehow he could extricate 
himself with much difficulty. The dismissed Yama was in much 
distress and returned to his mother. His mother took him to the 
abode of Vishnu. Lakshmi took pity on them and requested Vishnu 
to give a patient hearing to them. Vishnu took them to Brahma who 
was also convinced that injustice had been done to Yama. So all 
went to the Lord Siva who alone could rescind the order. Siva took 
an overdose of Siddhi on (he previous night and was a bit tipsy. 
Anyway gaining full self-control he enquired about everything that 
had happened. He told that the order was forged. All of them went 
to the newly installed king. Kuraram threw himself at the feet of the 
mighty gods and asked their pardon. Siva was pleased with him and 
let him off, but he gave a stem warning to Yama not bring any 
living man to this kingdom of the dead. At that time Kuraram 
actually woke up from his sleep. 

Pora Maheswar (Burnt Maheswar)—is also a short story where 
fantasia is mixed with realistic elements. It is not a well-knit story 
like Yamalaye Jibanta Manush. Different episodes are mixed up 
here rather incoherently. Improbable and exaggerated things have 
happened here with hilariously comic effect. But the realistic social 
set-up with satirical comments on tire ignorant, superstitious and 
deceptive people is also there. The story in brief is given below: 

At the entrance of a village named Sarabpur there was the temple 
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of Pora Malieswar in the past. Now the temple is in ruins. Only the 
Sivalinga remains. The top of the Linga image is a bit damaged on 
one side. The popular belief is that there was a touch-stone inside 
the head of the Linga. A Sannyasi came to know that and arrived 
there to take his seat under a banyan tree. The farmers thought him 
to be an incarnation of Siva, the cowherds thought him to be a 
terrible Brahmadaitya, and to the women he was a messenger of 
Yama. The milkwoman Sumitra spread many supernatural stories 
about him and thrived in her business. The mother of Damu Ghosh 
saw Yamaraja and his son talking to the Sannyasi. Many fanciful 
stories were spread about the occult power of this awesome Sannyasi. 
The Sannyasi raised false alarms for some days in the name of 
Maheswar for protection. The people came but found nothing 
happening. When the Sannyasi got sure that no body was coming 
any more, one day covered the head of Maheswar with wood and 
set fire to it. The head was divided into two parts and the touchstone 
was thrown away on a piece of land which was instantly turned into 
a lake. The Sannyasi had exemplary perseverance and began to 
remove the water of the lake and he was successful at last. The 
water was dried up, the touchstone was shining like morning sun. 
He picked it up and vanished. 

The legend of Maheswar is narrated in the story. The legend is 
a legend cherished in popular belief and has hardly any real basis. 
The episode of Yamaraja and his son is irrelevant though its 
grotesqueness has evoked some laughter. The writer has exposed in 
a comic vein the superstition and gullibility of the village people. 
Sumitra Goalini is the most interesting character of the piece, jovial 
and likeable, but very adapt in the art of deceiving the credulous 
people. She may be rightly called the fore-runner of that unforgettable 
character Prasanna Goalini of Kamalakanta written by 
Bankimchandra. But the pivotal character is undoubtedly the Sannyasi. 
Although impostor and cheat he is a past-master in carrying out his 
nefarious design in a very skilful way. Pretending to be a devotee 
he has burnt his got for a piece of jewel. His despicable act has 
brought slur on the class of respected people known as Sannyasis. 
But the artistic portrayal of the character has made it very interesting. 

Epilogue 

Dinabandhu was the pioneer dramatist to set the standard of social 
dramas which was emulated by his successors. Michael Madhusudan 
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came a little earlier, but he showed his mettle particularly in historical 
tragedy and farce. Before Dinabandhu, Ramnarayan Tarkaratna wrote 
the social plays. But his Kulina Kula Sarbasva followed the Sanskrit 
dramatic form. Dinabandhu was the first man to adopt the western 
dramatic form in social drama. The characters of Ramnarayan’s 
plays are caricatures or type characters. Dinabandhu’s characters are 
complex with more than one dimension and intensely dramatic with 
inner conflicts. Dinabandhu first brought realism to Bengali 
drama—the realism that is stark, uninhibited and ruthless. There is 
no Bengali drama more realistic than Nil Darpan and Sadhabar 
Ekadasi. 

Dinabandhu has shown how the subject-matter of the social drama 
of the middle class joint family with some long-cherished values 
should be treated. This pattern of middle class family as shown in 
Nil Darpan has been followed by the Bengali dramatists including 
Girishchandra and others. Dinabandhu for the first time has shown 
the family life and the combined class uprising of the peasants. 
Characters who are rooted to the soil are real and lively only when 
they use their own patois. Dinabandhu has used regional dialect for 
illiterate masses which became established as a dialogue form of the 
realistic dramas. 

Michael Madhusudan’s Krishnakumari and Dinabandhu’s Nil 
Darpan are the two types of tragedy written more or less at the same 
time by two masters of Bengali drama. While Krishnakumari 
resembles the Shakespearean historical tragedy, grim, stern and 
majestically sad, Nil Darpan is the type of Bengali social tragedy—full 
of pathos, moist with tears, and with excess of incidents. Nurjahan, 
Sirajuddaullah, Rana Pratap Singh, Alamgir belong to the first type 
and Girishchandra’s social plays as also the majority of the plays by 
the other playwrights fall into the category of the Nil Darpan type. 
True, genial humour—the highest form of comic art has been 
introduced by Dinabandhu for the first time. Before him there were 
only satirical compositions, Bhabanicharan Bandyopadhyay, 
Pyarichand Mitra, Kaliprasanna Sinha were all satirists. Ramnarayan 
Tarkaratna created satirical type-characters. But Dinabandhu first 
showed that our laughter can be wet with tears, that while we 
ridicule a person, we can also feel sympathy for him. 

Dinabandhu’s Nil Darpan is the most revolutionary drama of 
Bengali literature. It brought about a social and political upheaval 
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unprecedented in the history of Bengali drama. Following Nil Darpan 
many other dramas were written which were as mirrors to particular 
forms of oppression in the society as Zamidar Darpan of Mir 
Mosarraf Hossain (1873), Cha-kar Damn (1875), Jail Darpan (1875), 
Sakshat Darpan (1871) etc. 

Dinabandhu's dramas provided the much-needed fillip to the 
theatre-movement. Theatre came under the control of the middle 
class people through his dramas. The professional public theatre 
started with Dinabandhu’s Nil Darpan. Again and again his dramas 
were staged at the public theatre. Some of the best-known actors got 
famous by acting in different roles of Dinabandhu’s plays. The 
celebrities such as Girishchandra, Ardhendusekhar, Amritalal Basu, 
Nagendranath Bandyopadhyay, Amritalal Mukhopadhyay, 
Mahendralal Basu, Motila! Sur began their acting career from their 
appearance in Dinabandhu’s plays. 
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A Chronology 


1830 Born in Chauberia (Nadia) 

1850 Passed Junior Scholarship Examination from Hindu College 
Br. School 

1852 Got a Senior Scholarship from the Third Class onwards, 
Hindu College 

1853 Passed the Teachership Examination and was appointed 
teacher for some time 

1855 Appointed Post-Master in Patna. 

1860 Nil Darpan published from Dacca 

1863 Started a printing press at Krishnagar; Nabin Tapaswini 
published 

1866 Biye Pagla Buro and Sadhabar Ekadasi published 

1867 Lilavati published 

1868-69 Sadhabar Ekadasi staged by Baghbazar Amateur Theatre 

1870 Joined as Supernumerary Inspecting Post-Master in Calcutta 

1871 Went to Cachhar during the Lusai War to organise the 
postal deptt. there; was awarded the Rai Bahadur title 

1871 Suradhuni Kavya (Part I) published 

1872 Nil Darpan staged at National Theatre, the first public 
theatre 

1872 Lilavati performed by Baghbazar Amateur Theatre 

1872 Jamai Barrick staged at National Theatre 

1872 Jamai Barrick, Dwadash Kavita, Yamalaye Jibanta 

Manush, Pora Maheswar published 

1872 Appointed East Indian Railway Inspector 

1873 Kamale Kamini published 

1873 Nabin Tapaswini, Biye Pagla Buro staged at National 

Theatre 

1876 Suradhuni (Part, II) published 

1886 Padyasangraha (Collection of early poems published by 
Dinabandhu’s sons) 



Important Events during Dinabandhu’s time 

1831 Prasannacoomar Tagore’s Hindoo theatre, the first Bengali 
Amateur theatre started 

1833 Death of Raja Rammohan Roy at Bristol 

1835 Performance of Vidyasundar at Nabinchandra Basu’s house 
premises - the first performance of a Bengali play at a Bengali 
theatre 

1838 Bankimchandra Chattopadhyay born 

1851 Iswarchandra Vidyasagar appointed the Principal of Sanskrit 
College 

1852 The First two original dramas published - Bhadrarjun and 
Kirlibilas 

1854 Kulinakul-sarbasva, the first Bengali social drama published 

1856 Widow marriage bill passed. 

1857 Bidhaba Bibaha Natak by Umeshchandra Mitra published 

1857 Sepoy Mutiny 

1858 Performance of Ratnavali at Belgachia Theatre 

1859 Sarmishtha, the first drama of Madhusudan published 

1860 Ekei ki Bale Sabhyata, Burn Salikher Ghare Ron published 

1860 Indigo Commission appointed with Seton-Karr as President 

1861 Krishnakumari published 

1861 Meghnad badh kavya published 

1861 Nil Darpan translated into English, the English title being 
The Indigo-planting Mirror 

1861 The trial of Rev. James Long for libelling the Editor of the 
Englishman and the Indigo-planters, Sir Mordaunt Wells passed 
the sentence of a fine of Rs. 1000/ and jail for one month 

1865 Durgeshnandini published 

1865 Pathuriaghata Banganatyalay and Shovabazar Private 
Theatrical Society and Jorasanko Natyasala started 

1867 Baghbazar Amateur Theatre started 

1872 Bangadarshan edited by Bankimchandra first published 

1872 National Theatre—first public theatre started 

1873 Bangadarshan printing press started at Kantalpara, Naihati 
and Bangadarshan began to be published from there 

1873 Bengal theatre established—Great National Theatre started 




